Evolution of a heroine: from Pride and prejudice to Bridget Jones's diary. by Chan, Ka-ling. & Chinese University of Hong Kong Graduate School. Division of English.
Evolution of a Heroine； 
From Pride and Prejudice to Bridget Jones's Diary 
CHAN Ka-ling 
A Thesis Submitted in Partial Fulfilment 
of the Requirements for the Degree of 
Master of Philosophy 
in 
English (Literary Studies) 
• The Chinese University of Hong Kong 
June 2004 
The Chinese University of Hong Kong holds the copyright of this thesis. 
Any person (s) intending to use a part or whole of the materials in the 
thesis in a proposed publication must seek copyright release from the 
Dean of the Graduate School. 
Lf 统系 
^ 1 2 ffl 1 5 j l j 
i 
Abstract of thesis entitled: 
Evolution of a Heroine: From Pride and Prejudice to Bridget 
Jones^ s Diary 
Submitted by Chan Ka Ling 
for the degree of Master of Philosophy in English (Literary-
Studies) 
at The Chinese University of Hong Kong in June 2 003 
The proliferation of adaptations of Jane Austen's novels 
from the twentieth century onwards has been a phenomenon in 
film. The adaptations are not simply a homogenous replication 
of past fictions； instead they revive and reinvent m a n y of 
Austen's ideas and insights. Among these new representations 
of Austen's novels, Pride and Prejudice has been one of the 
most popular in film and television. There has been one film 
and six mini television series since the early twentieth 
century. In 1996, a novelistic reinvention surfaced with the 
title Bridget Jones's Diary. Using Pride and Prejudice as 
a prototype, author Helen Fielding composed a fiction of a 
woman‘ s ventures in love with a tinge of irony for the 
postmodern age. The Bridget Jones effect has contributed to 
a new definition for subsequent women-centred novels and the 
concept of the modern heroine . This thesis investigates how 
filmic and novelistic adaptations of Jane Austen's novel 
Pride and Prejudice have reshaped the image of Elizabeth 
Bennet . M y analysis of the evolution of Elizabeth's image 
is based on a cross media comparison of Austen's 1813 novel 
Pride and Prejudice , Robert Z. Leonard's 1940 film adaptation, 
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Simon Langton' s 1995 television miniseries , Helen Fielding's 
1996 novel Bridget Jones's Diary and Sharon Maguire's 2001 
film adaptation of Bridget Jones's Diary. 
Each of the adaptations is anchored to qualities of the 
heroine specific to its historical context. As the twentieth 
century progressed, the reinventions of Elizabeth Bennet 
became more and more involved in sexual politics, the analysis 
of which will be based on Kate Millett's seminal work Sexual 
Politics. These new adaptations have an effect of resisting 
social conformity. Yet, there is also an undertone that 
addresses the limitations of female emancipation. The 
seemingly inseparable components of subversion and 
containment in these adaptations create an interesting 
dialectic. Bridget Jones, who seems to have more freedom than 
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Introduction 
"Sound cinema is literate. It therefore partakes of 
literature. Whether it must consist of narrative literature 
is a disputed point•“ 
Geoffrey Wagner, The Novel and The Cinema 
The history of film adaptation can be traced back to 
early 1902 when George Melies filmed his A Trip to the Moon 
which was a silent, black and white movie , loosely connected 
to Jules Verne's novel (Boyum 3) . At that time the movie 
industry was still a developing form of entertainment； yet 
within decades, film adaptations grew rapidly across the 
sound and colour era with the expansion of the cinema, the 
advance of film making technology and the 
institutional!sation of Hollywood. According to Morris 
Beja's statistics in 1979, 20 to 30 percent of American films 
released each year are adapted from novels and 74 percent 
of the top Academy Awards have gone to adaptations (Parrill 
5-6) . From the beginning, Hollywood has turned to literature 
for inspiration and translated books and novels into a form 
of visual presentation. Even today, the trend of adapting 
novels into films still has great impact on the public, as 
we can see from the phenomenon of the acceptance of the trilogy 
of The Lord of the Rings, Harry Potter and even the 
controversial adaptation of the bible - The Passion of the 
Christ . 
For many years critics have endeavoured to theorize the 
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relationships between film and literature, not only to 
analyze the translation of messages from one medium to another, 
but also to look for interrelationships between the two media, 
such as their languages of communication, their narrative 
structures, their methods of presentation and their mutual 
influence. In this thesis, I am going to investigate how 
filmic adaptations, both direct and indirect, of Jane 
Austen's novel Pride and Prejudice have reshaped the image 
of its heroine, Elizabeth Bennet . Each of the (re) productions 
places a specific focus on different qualities of the heroine； 
each of these reinventions results in the historical 
production of an altered heroine that is specific to its time. 
From the evolution of the image this heroine, we can see a 
tendency to highlight the individualism and multiple selves 
of the heroine and insert more sexual politics in the 
adaptations. The heroine's physical liveliness is gradually 
transformed into sexual liveliness across time. Although the 
supplement of sexual politics in the adaptations serves as 
a kind of feminist liberation, the adaptations should not 
be regarded as a feminist reinvention which reinforces the 
intrinsic values of feminism. The definition of the term 
、、sexual politics, 〃 is different from Kate Millett's concept. 
In Millett's seminal work Sexual Politic s, she refers the 
term "politics" to ''power- structured relationships, 
arrangements whereby one group of persons is controlled by 
another" (23) . In this thesis, this term shall refer to the 
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ways a heroine resists the sex role assigned to her and is 
liberated from the social construction . 
工 have selected for my study two film adaptations of 
Pride and Prejudice, one produced in 1940 and the other in 
1995, as well as the book Bridget Jones's Diary, which is 
a novelistic adaptation of Pride and Prejudice in the 
twentieth century, together with its film adaptation, which 
is also called Bridget Jones's Diary. Although critics have 
commented that Pride and Prejudice lacks psychological depth 
and moral seriousness compared with Austen's later works 
Mansfield Park, Emma and Persuasion, Pride and Prejudice is 
more dramatic and popular and has been more often adapted 
into films and television than any of the other novels 
(Parrill 7-8). This novel has been continually adapted by 
filmmakers and its plot has been borrowed by novelists . It 
is true that Austen herself considered Pride and Prejudice 
to be neither as serious nor as complicated as her later 
projects,. 1 however, the protagonists of this book, Miss 
Elizabeth Bennet and M r . Fitzwilliam Darcy, are probably the 
most appealing characters in Austen's n o v e l s . Unlike the 
passive and sickly Fanny Price of Mansfield Park who could 
be accepted as a heroine in the nineteenth century, Elizabeth 
Bennet is "modern.“ The scriptwriter — Andre w Davies - of 
the 1995 version of Pride and Prejudice shows awareness of 
the complexity of this character and comments that Elizabeth 
is "fiercely moral； she's got a terrific sense of humour； 
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she makes fun of people； she doesn't take herself seriously, 
but she doesn't put herself down either . She needs to marry 
money but she's determined she's going to love the man she 
marries" (Birtwistle 1). 
Elizabeth Bennet‘s power as a character is seen by the 
fact that she has survived from the early nineteenth century 
into the late twentieth century in a process of multimedia 
transformation from the novel into films and television 
adaptations . Each portrait of a heroine in visual narrative 
symbolizes the particular ideology of the female image at 
that period and, because of the large gaps between the 
production times of each adaptation, the discrepancy between 
each presentation in the cinematography and the audio 
components is vivid and significant . Little resemblance may 
be found between the nineteenth-century Elizabeth Bennet and 
the twentieth-century Bridget Jones, as the positive 
qualities of the heroine seem diminished in the 
transformation. Yet, the public has embraced these changes 
in the presentations and welcomed this new heroine of their 
century. In the following sections, a summary of the literary 
reviews of Austen's novels will be introduced, followed by 
criticisms of the adaptations of Austen's b o o k s . After the 
general overview of the studies of Jane A u s t e n , discussion 
will be focused on the core ideas of film adaptation and the 
concept of heroine in Western literature. At the end of this 
chapter, an outline of each chapter of the thesis will be 
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provided. 
Overview of the studies of Jane Austen 
F. R . Leavis ranked Jane Austen as one of the four great 
English novelists (the others were George Eliot, Henry James 
and Joseph Conrad) and lauded Austen as 、、the inaugurator of 
the great tradition of the English novel" (9) . More recently 
Sandra M . Gilbert and Susan Gubar also recognize Austen's 
subtlety in her craftsmanship in which her "characters 
comfortably and quietly discuss options so seemingly trivial 
that it is astonishing when they are transformed into 
important ethical dilemmas" (113) . The intellect and 
significance of Jane Austen in Western literature has been 
widely recognized over the centuries. Research about Jane 
Austen has been conducted over the years because deep under 
her ''miniature" scale and ''triviality" there are universal 
elements which reflect social, historical and ideological 
phenomenon, and include many still amusing themes and ideas. 
The essence which maintains the reputation of her novels is 
her wit in shaping familiar and dynamic characters through 
dialogue, her insights into the nature of love and courtship, 
and her talent for creating a romantic story with an undertone 
of rebellious feminism. 
Some recent studies of Jane Austen's novels include John 
Odmark's revision of her irony and language in relationship 
to the reader, writer, novelist and characters in to 
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Understanding of Jane A u s t e n ' s Novel； Margaret Kirkham's 
analysis of Jane Austen's feminist ideas in her novels in 
Jane A u s t e n , Feminism , and Fiction； M i c h a e l W i l l i a m ' s 
application of reader-response t h e o r y to A u s t e n ' s w o r k in 
his book Jane A u s t e n Sex N o v e l s and T h e i r Methods； R . K . 
W a l l a c e ' s discussion of the function of music and its 
relationship to the novels； A l i s t a i r M a r k Schorer's and 
M a r i l y n Butler's studies of the ideological import of Jane 
A u s t e n ' s fiction； and the collection of essays about the 
social context of Austen's novels in Jane A u s t e n in a Social 
C o n t e x t . The above examples are only a part of an endless 
list of books which examine different aspects of Jane A u s t e n ' s 
n o v e l s . The number of the resources about Jane A u s t e n on the 
internet is even more r e m a r k a b l e . More than a m i l l i o n links 
can be found w i t h the help of the internet search e n g i n e . 
In the past few y e a r s , adaptations of Jane A u s t e n ' s 
n o v e l s have drastically increased. There were live t e l e v i s i o n 
a d a p t a t i o n s in both England and the U n i t e d States in the 1950s 
and early 1960s, and in the late 1960s, the 1970s and the 
1980s, the BBC made and p r e s e n t e d filmed or taped v e r s i o n s 
of all of the n o v e l s . During the 1970s and 1980s, seven 
p r o d u c t i o n s including featured-length films and t e l e v i s i o n 
m i n i s e r i e s w h i c h were p r o d u c e d based on A u s t e n ' s n o v e l s . 
B e t w e e n 1995 and 1996, six adaptations a p p e a r e d - first 
C l u e l e s s , then P e r s u a s i o n , followed b y Pride and P r e j u d i c e , 
Sense and S e n s i b i l i t y , Miramax's Emma, and A & E ‘ s E m m a . Linda 
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Troost and Sayre Greenfield's statistics reflects that people 
in the twentieth century had a desire to revisit the classic 
fictions, in special favour with Austen's romantic stories. 
The boom of Austen's manifold adaptations started in the 
United Kingdom in September 1995 with the Pride and Prejudice 
miniseries written by Andrew Davies, and soon crossed the 
Atlantic in December with the opening of Emma Thompson's 
、、high-profile〃 adaptation of Sense and Sensibility, which 
won the award for best screenplay and was nominated in six 
other categories of the Academy A w a r d s . The parodic 
adaptation of Emma entitled Clueless, directed by A m y 
Heckerling, made a surprising box-office profit in 1995 and 
one year later, Gwyneth Paltrow replacing the adolescent 
Alicia Silverstone, appeared as Jane Austen's heroine for 
Hollywood's Miramax Emma, written and directed by Douglas 
McGrath. The propagation of Austen's adaptations suggests 
a market niche for stories centring on a heroine's 
self-development and improvement in the journey of romance. 
They have also recreated a cult of Jane Austen which has 
increased the popularity of Austen in the twentieth century. 
The reason why filmmakers adapt Jane Austen's novels 
for films or television series is because of Austen's 
intelligent craftsmanship in writing stories of romance. 
Austen's stories provide what Hollywood needs - interesting 
characters, strong motivation, plausible endings, 
inexpensive filming equipment and a foreseeable female 
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audience. With Austen's popularity, and by keeping the 
budgets reasonably low, filmmakers do not need to risk their 
investment in a completely unpredictable box office venture . 
Douglas McGrath, scriptwriter and director of Miramax's Emma, 
once claimed that filmmakers filmed Austen's novels because 
Austen is a good collaborator who is extremely clever in 
plotting, and in producing superb dialogue and memorable 
characters. More importantly, they do not need to worry about 
the sharing of profit because Austen is dead (Parrill 3). 
Apart from this economic aspect, Austen's novels also offer 
new insights into contemporary feminism. Devoney Looser 
claims the popularity of the recent Austen adaptations、、has 
resonance with contemporary Western liberal feminisms" and 
has "contributed to a 、mainstreaming' of modern feminism" 
(Troost and Greenfield 159)• This thesis investigates how 
this contemporary film adaptation connects to modern feminism. 
The success of recent adaptations argues for the acceptance 
of Austen's ideas in the modern time. 
With the success of the Austen adaptations , people have 
developed an interest in analyzing the relationship between 
the adaptations and the novels. In The Classic Serial on TV 
and Radio, Robert Giddings and Keith Selby state that Austen's 
adaptations of the nineties appeal particularly to "socially, 
sexually and politically enfranchised women" (119-120). 
Linda Troost and Sayre Greenfield edited a collection of 
essays about Austen's film adaptations concerning the market, 
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the trend and the feminist aspect of A u s t e n ' s books in Jane 
A u s t e n in Hollywood. Gina Macdonald and A n d r e w F. M a c d o n a l d 
also edited a collection of essays exploring the literary 
and cinematic implications of translating Austen's fiction 
into film. They noted the intertextual relationship between 
novel and film which ''remind [s] us of virtues in each medium" 
and assert Austen's narrative voice is not v i o l a t e d by the 
performance of talented artists on screen. Bluestone points 
out that Pride and Prejudice ''possesses the essential 
ingredients of a movie script" n a m e l y , 、、a lack of 
particularity, an absence of metaphorical language, an 
omniscient point of v i e w , a dependency on dialogue to reveal 
character, an insistence on absolute clarity" (117-8) • Apart 
from books, there is also a large amount of essays commenting 
on Austen's film adaptations in the 1990s. However, there 
is no specific analysis about the evolution of the image of 
Elizabeth Bennet in the film adaptations in recent studies, 
especially in relation to its most recent adaptation Bridget 
Jones's Diary. By doing this research,工 aim at contributing 
my ideas into the space of this p a r t i c u l a r study. 
Discussio n on adaptations from novels and films； 
The reason why novels can be made into films is because 
the two media both convey a message through images and v i s i o n , 
aiming at making their readers and audience 、、see〃2. There are 
autonomous substances and ideas in the novels which remain 
the same in the transmission process from one m e d i u m to 
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another. They are the qualities of narrative which make the 
narrative interchangeable and compatible in different media. 
According to Claude Bremond, the autonomous substance is -
a "layer of autonomous significance, endowed with a structure 
that can be isolated from the whole of the message ： the story 
[recit] “ (Chatman 20). This 、、transposability〃 of the story 
is the strongest reason for arguing that narratives are indeed 
a structure independent of any m e d i u m . To French 
structuralists, the common element between the two media is 
the story (histoire) , the content or chain of events (actions, 
happenings), plus the existents (i.e. characters , items of 
setting). The other component of narrative is the discourse 
(discourse) - the expression, the means by which the content 
is communicated. A similar distinction has been put forth 
by Russian formalists who used the two terms - 、、fable〃 (fabula) 
and、、plot〃 (sjuzet) - to characterize the story events and 
the way the narrative is told. Because of this distinction 
between the content and narrative methods of a story, there 
are infinite ways to transpose novels into films. 
Many critics have attempted to classify the types of 
adaptation from novel to film,, three popular methods were 
introduced by Geoffrey Wagner, Michael Klein and Dudley 
A n d r e w . Geoffrey Wagner suggests three possible 
relationships between a novel and a film,- they are 
"transposition" - in which a novel is directly given on the 
screen； "commentary" - in which a novel is altered for 
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purposes of 、、re-emphasis or re-structure" ； and ''analogy"— 
the adaptation alludes to the novel b y ''striking analogous 
attitudes and [does] not attempt to reproduce the original•〃 
Michael Klein and Gillian Parker suggest three types of 
adaptation: the first type "attempt [s] to give the impression 
of being faithful, that is literal, translations," and the 
second type "retains the core of the structure of the 
narrative vy^hile significantly r e - i n t e r p r e t i n g , or in some 
cases de-constructing the source text," and the third type 
"regards the source m e r e l y as raw m a t e r i a l , as simply the 
occasion for an original work" (9-10) . D u d l e y A n d r e w also 
identifies three types of film adaptation： ''borrowing" 
implies no question of an attempt to replicate the original 
work； 、、；Intersection" attempts to p r e s e n t the d i s t i n c t n e s s 
of the original text and irrvolves an 、、interplay b e t w e e n the 
aesthetic forms of one p e r i o d and the cinematic techniques 
of our period; “ and 、、fidelity or transformation" w h i c h aims 
to reproduce the essential elements of an original text , 
extracting the skeleton of the original text and p u t t i n g it 
into the film.3 
The above three systems do help to c l a s s i f y the v a r i o u s 
approaches available for the studies of film a d a p t a t i o n s , 
but the boundaries b e t w e e n the categories are difficult to 
draw p r e c i s e l y . It is certain that none of the adaptations 
is a direct translation of the o r i g i n a l text, w h i c h m a k e s 
them w o r t h analysis . A c c o r d i n g to A n d r e w ' s d e f i n i t i o n B r i d g e t 
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Jones‘ s Diary is more likely to be classified as the 
、、：borrowing〃 kind; whereas the 1940 version of Pride and 
Prejudice could be called as an、、土ntersection" and the 1995 
version aimed at being a ''transformation. “ Yet, attempts to 
fit Jane Austen's adaptations rigidly into one or the other 
of the categories are futile. In this thesis, I am going to 
reveal how the adaptations vary from the original text and 
let the readers classify the adaptations with their own 
judgements . From the heroines' evolution across media we can 
see the qualities of re-emphasis and allusion in film 
adaptations . Clearly Pride and Prejudice and Bridget Jones's 
Diary and their film adaptations were produced in different 
social and cultural backgrounds； therefore we can see 
significant differences in each production. Before the 
comparison,工 will briefly account for the concept of the 
heroine in the Western literature in the following section. 
The concept of the heroine in Western literature 
In Sexual Politics, Kate Millett explained that 
historical cultures have practiced misogyny in terms of taboo 
and transformed it into an ethical, then literary, and in 
the modern period, scientific rationalization for sexual 
politics. According to Millett, two of the leading 
misogynistic myths of Western culture are the classical tale 
of Pandora's box and the Biblical story of the Fall. In both 
cases the concepts of feminine evil have passed through a 
literary phase to become highly influential ethical 
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justifications of the way things are. The image of Pandora 
symbolizes an end to the golden age where men had been freed 
of evils such as labour and sickness. The myth of the Fall 
has a similar theme to Pandora ‘ s box, in which the woman (Eve) 
is to be blamed for being tempted first and having seduced 
the man(Adam) in the fall of humanity. These two leading 
Western myths reveal that、、the connection of woman, sex, and 
sin constitutes the fundamental pattern of western 
patriarchal thought" (Millett 51-4) . Yet, in The Heroine in 
Western Literature, Meredith A . Powers' s suggests a different 
way of viewing Eve, the Pandora-like villain. According to 
Powers, Eve has been traditionally identified as the enemy 
of God and the foil of the ingenuous male protagonist ； however 
in another analysis she might have been 、、the goddess mentor 
leading the hero out of the confines of his innocence" (131-2) • 
In this interpretation Eve is heroic ： "Through her curiosity, 
her spontaneous courage, her instinctive yearning to know, 
she led mankind to a higher, albeit more complex and sorrowful 
consciousness" (Powers 133) • Eve might be seen as the heroine 
of her story. My bringing up of the Western myths about Pandora 
and Eve does not intend to challenge to the concept of sin 
in Christianity. Yet with this heroine archetype in Western 
literature, we can see the association of female with 
rebellion and boldness . Both Austen's Elizabeth and 
Fielding's Bridget, to some extent, are similar to this 
heroine archetype and deserve to be called heroines . Austen's 
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Elizabeth is condemned for her rebellious attitude against 
the social rules but she is also able to lead her hero (Darcy) 
to "sorrowful consciousness" when she indicates Darcy's major 
weakness - pride. Bridget despite her frequent failure to 
be either moral or admirable is also brave as she rebels 
against social constructions and challenges the traditional 
concept of a perfect heroine. She dares to admit her sexual 
desire and to laugh at her own shortcomings . 
In Becoming a Heroine, Rachel M . Brownstein defines a 
heroine as 、、the representative of searching humanity: and 
she also continues to represent the obscure and vulnerable 
beautiful ideal;" in the woman-centred novel, the heroine 
symbolizes specifically 、、the ideal of the integral self" 
(xxii)• Susan Siefert agrees with Brownstein's idea of the 
integral self of the heroine and she clarifies it more 
specifically with regard to the situation in which the 
talented heroine often faces ： the tension between individual 
aspiration and the social stereotyped expectations for women . 
In her five examples of heroines, including Elizabeth Bennet, 
none of the heroines ''aspires to or is capable of completely 
fulfilling the social demands" (7) . Yet, if fulfilling social 
demands is the criterion of becoming a heroine, then in Pride 
and Prejudice Jane Bennet, Elizabeth's sister, should be the 
heroine, instead of Elizabeth. Although Jane Bennet and 
Elizabeth Bennet seem to depend on each other in Pride and 
Prejudice, Elizabeth is definitely the heroine because of 
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her domination in action and in speech. When Elizabeth is 
compared with Jane, we can see that Elizabeth is witty, 
self-assertive and highly critical/ whereas Jane is far less 
sure of expressing her opinions about others. She attempts 
to find something good in everyone, even the villain M r . 
Wickham. Because of her reserved and decorous manner, her 
feelings towards Mr. Bingley are not publicly shown which 
makes her almost lose this future husband. Similarly, 
Charlotte‘s inappropriate moral sensitivity reduces her to 
a foil for Elizabeth's righteousness. Elizabeth is in every 
perspective the heroine of Pride and Prejudice. 
This thesis is divided into four individual chapters, 
each of which provides an analysis of how these adaptations 
of Pride and Prejudice reshape the image of the heroine. In 
chapter one, a comparison between the two novels, Pride and 
Prejudice and Bridget Jones‘ s Diary will be presented. The 
chapter will explains why Bridget Jones's Diary is an 
adaptation of Pride and Prejudice in the twentieth century. 
Then, a comparison according to some significant external 
and internal qualities between the two heroines will be made . 
This chapter also elaborates on the factors which constitute 
such configuration. In chapter two, my analysis will focus 
on the changes in Elizabeth's characterization in the two 
film adaptations of Pride and Prejudice (1940 and 1995), 
especially how she has been reduced into a more common girl . 
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Chapter three investigates how Bridget Jones's image changes 
from the novel to the film. Chapter four maps a progressive 
pattern of the evolution of the heroine's image. The images 
of the heroines in these different adaptations demonstrate 
a gradual liberation of the female from cultural n o r m s . 
However, the last section explains the inappropriateness of 
regarding these adaptations as a "feminist" r e p r o d u c t i o n . 
The conclusion chapter brings out some important issues about 
the studies of film adaptation, such as the interrelationship 
between the adaptations of Pride and Prejudic e, the notion 
of faithfulness, and the production background which all 
influence the making of the adaptations . M y project is only 
an attempt to trace a pattern of evolution in the heroine's 
image. There are certainly other ways to explain a comparison 
of the adaptations of Pride and Prejudic e. 
In the discussion of the films or the television series, 
only the names of the directors are mentioned as 
representatives of the whole group of people involved in the 
p r o d u c t i o n process/ including the scriptwriters, p r o d u c e r s , 
actors, actresses , artistic designers , music composers and 
o t h e r s . The terminology of film shots and cinematography are 
drawn from two encyclopaedias of film： D i c t i o n a r y of Film 
Terms - The Aesthetic Companion to Film A n a l y s i s and Critical 
Dictionar y of Film and Televisio n T h e o r y . Specific items are 
explained in the chapters‘ endn o t e . 
Conclusion 
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The process of analysis of film adaptations includes 
how the novel is perceived by the filmmakers, especially the 
producers, the screenplay writer and the director； how the 
narration is transformed by the understanding of the 
filmmakers; how the actors and actresses digest and perform 
their role； how the post-production team edit the film； and 
how the outcome is received by different audiences. 
Interpretation enters through every person involved in the 
adaptation； and in each level of interpretation, active 
imagination and aesthetic apprehension take place as original 
recognition (Bluestone 13) . On each occasion, the adaptation 
takes an important role in the construction of the original 
novel and stimulates the audience to go back to its origin. 
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Chapter One 
Bridget Jones's Diary; 
A Novelistic Adaptation of Pride and Prejudice 
、、工 must confess that 工 think her [Elizabeth] as delightful 
a creature as ever appeared in print, and how I shall be able 
to tolerate those who do not like her at least, I do not know.“ 
Jane Austen, Letters to Cassandra Austen; 
Upon the release of Pride and Prejudice (1813), her 
second published book, Jane A u s t e n sent a letter, dated 29 
January, to her sister Cassandra. She related to Cassandra 
how their brother Henry had read the story to his dinner g u e s t , 
Miss Benn, who apparently enjoyed it v e r y m u c h . Jane confided 
that Elizabeth Bennet was an appealing and attractive heroine 
as had ever appeared in p r i n t . The qualities that make 
Elizabeth appealing can be summarized into Rachel M . 
Brownstein's ideas of paradigmatic heroines： "The novel 
heroine figures in a critical inquiry into absolutes . 
Sensitivity and self-awareness , energy, a fine ear for 
language and its ambiguities, and a keen wit distinguish her" 
(xxii). Elizabeth's sensitivity, self-awareness , energy, a 
fine ear of language and her wit distinguish her as the heroine 
in Pride and Prejudice . H o w e v e r , these qualities of the 
heroine are challenged in the twentieth century by the 
reinvention of its novelistic adaptation - Bridget Jones's 
D i a r y . Thematically , there are a number of resemblances 
between the two novels, especially in the romantic plot； the 
meticulous characterization and the tactful writing skill 
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in crafting the ironies . On the other hand, in terms of writing 
style, narrative tones and the conception of a heroine, the 
two novels are completely different. Both externally and 
internally, Bridget Jones can be viewed as an entirely 
different individual when compared with Elizabeth Bennet . 
The changes in Bridget's characterization contribute to some 
contemporary feminist ideas which redefine the concept of 
heroine. 
In the following sections, discussion will focus on the 
reasons for classifying Helen Fielding's Bridget Jones's 
Diary as an adaptation of Jane Austen's Pride and Prejudice. 
We can see from the similarities and differences that Bridget 
Jones's Diary is not merely a replication of Pride and 
Prejudice. A comparison between the heroines' image in the 
two novels will be made in the aspects of their external 
personal background and their internal qualities (strengths 
and weaknesses) . Although the criteria of judging a heroine 
are different, the heroines of the two novels face the same 
kind of challenge and ultimately complete their personal 
integrity when unite with the heroes. 
Significant similarities 
Amongst Jane Austen's six completed novels, Pride and 
Prejudice has been her most popular novel and most often 
adapted by filmmakers and novelists . Similarly, in recent 
years, nothing has come close to the phenomenon of Helen 
Fielding's Bridget Jones's Diary (1996) , which is, in some 
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sense, a modern version of Pride and Prejudice . Helen Fielding 
revealed in an interview that she "shamelessly stole the plot 
of Pride and Prejudice" on the grounds that、、it had been very 
well market-researched over a number of centuries.“ ^ 
Starting from the basic plot, Fielding recreated the novel 
as an inadvertently charming single woman's search for love 
in a modern urban setting. Moreover, Fielding recreated most 
of the characters in Pride and Prejudice with a peculiar 
sentiment which invited the readers' sympathy. Not only has 
the novel Pride and Prejudice had an influence on Bridget 
Jones‘ s Diary, the 1995 BBC filmic version of the Austen's 
book also introduced new ideas in helping Fielding shape her 
character Mr. Darcy. Some of the episodes in Bridget Jones's 
Diary obviously echo the plot of Pride and Prejudice. There 
are apparent parallels between the two books, such as the 
unpleasant encounter of the chief characters, the heroines' 
attachment to a male villain and the elopement of the most 
unexpected character who has a close family tie with the 
heroine. Both Bridget and Elizabeth go through a learning 
process of self-discovery and they finally receive their 
reward of a relationship settlement. 
Characterization 
It is clear to readers that some of the characters of 
Bridget Jones ‘ s Diary are to a large extent derived from Pride 
and Prejudice. Obvious clues can be found in the similar 
characterization of the mother figures and the male 
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protagonists in the two novels . In Pride and Prejudice Austen 
unquestionably entertains her readers with the witty and 
lively dialogue in which each of the characters in the novel 
is brilliantly characterized with their own traits, 
principles and values . M r s . Bennet, who is obsessed with 
getting her daughters married, appears laughable in almost 
every line she speaks. For example, the agitated and 
flamboyant personality of M r s . Bennet is demonstrated in the 
exaggerated language she uses ：、、〇h! Single, m y dear, to be 
sure！ A single man of large fortune； four or five thousand 
a year . What a fine thing for our girls!" (5) . The emphasis 
on the 、、large fortune" of the "single man" in her 
neighbourhood reveals her vanity and meanness . Her care for 
her daughters is superficial. The last line of the first 
chapter generalizes the emptiness of Mrs • Bennet ‘ s life ： "The 
business of her life was to get her daughter married； its 
solace was visiting and news“ (7). M r s . Bennet‘s greatest 
enjoyment in life is to gossip about her neighbours • Bridget's 
mother, Mrs . Jones, is akin to Mrs . Bennet . Mrs . Jones carries 
the same great enthusiasm of M r s . Bennet in getting her 
daughter married. Fielding presents vibrantly the friAAolity 
of M r s . Jones as she is troubled by daily vexation, such as 
making a decision of buying Bridget a suitcase with or without 
a wheel . However, she overlooks the seriousness of her own 
extra-martial affair. Moreover, like Mrs . Bennet who indulges 
Lydia in wildness, M r s . Jones indulges herself in romance . 
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Her unreserved flirtations with different men, such as a tax 
man and a Portuguese, bring serious consequence to the family. 
In addition to the mother figures, the male protagonists 
of the two novels are alike in many ways besides their name. 
Fitzwilliam Darcy (Darcy) and Mark Darcy (Mark) are admirable 
and attractive bachelors because of their well-educated 
background, their position in the social hierarchy and their 
intelligence. However, their aloofness, calmness and 
arrogant manner creates the impression of distance, 
forbidding people to get close to them. In both of the novels, 
M r . Darcy's stiff voice, his nonchalant attitude and his 
explicit refusal to form a friendship with the heroine at 
the beginning of their encounter remains the same. 
Furthermore, both the untouchable heroes undergo similar 
changes in the second part of their novels, where they appear 
like ideal husbands and princes in fairytales. After 
revealing his admiration for Elizabeth, Darcy gradually wipe 
away his pride and perseverance, and is ready to accept the 
eccentric members of the Bennet family and willing to 
sacrifice everything for the sake of getting Elizabeth's love. 
Likewise, Mark also makes much effort to save Bridget ‘ s family 
from the troubles of Mrs. Jones's elopement . Fielding 
intentionally assimilates this prince-like and unrealistic 
figure to her novel so as to fulfil many wishes of women 
nowadays. In some ways. Fielding has also lifted up her hero 
by making Mark a more humble, tender and considerate man. 
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Even though Mark refuses to keep Bridget's phone number in 
their first meeting, he offers Bridget a free drive to London 
to show his hospitality (16) . Nowadays no matter how 
independent women have become and how delicate they still 
consider love as central； they still hope for an encounter 
with a "good" man in their relationship in real life. 
The craftsmanship of irony 
The satirical third person narration of Pride and 
Prejudice continually gives ironical judgement and shows 
confident awareness of the assumptions of the world in 
general . Pride and Prejudice begins with one of the most 
famous literary quotes ： 、、：Et is a truth universally 
acknowledged, that a single man in possession of a good 
fortune, must be in want of a wife" (3). This experienced 
and knowledgeable narrator possibly gives a real social 
judgement of the bachelors of the time, yet in fact, the 
narrator is being ironic. By using obviously excessive 
language - 、、a truth universally acknowledged, “ Austen is 
actually saying things which are different from the literal 
meaning in order to provoke readers into making judgement. 
The irony is immediately clear in the second sentence ''However 
little known the feelings or views of such a man this truth 
is so well fixed in the minds of the surrounding families, 
that he is considered as the rightful property of some one 
or other of their daughters" (5) . The truth in the previous 
sentence is not at all "universal" because this "truth" is 
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only "fixed in the minds of the surrounding families" but 
not the bachelor himself. It is only a presumption of the 
neighbourhood. More importantly, in Austen's time, 
patriarchy granted the fathers or men nearly total ownership 
over their wives and children, including 、、the powers of 
physical abuse" (Millett 33), but here in the description, 
it is the man who is regarded as the ''property of some one 
or their daughters. “ It is evident that Austen is being 
ironic. The ironic opening prepares readers to enter into 
the thrust of irony against the other important issues in 
the novel, for instance, the errors of social customs, the 
embedded laws and doctrinal code of conduct on women . The 
exploration of point of view in the opening chapter thus makes 
clear that Austen is using a narrative technique which 
encourages readers constantly to make judgements . 
In Bridget Jones‘s Diary, Bridget's lifestyle always 
makes her appear as an amusing figure and generates the 
interesting dramatic irony in the novel. In the New Year 
Resolution, that opens the novel Bridget's strong desire to 
improve herself ironically promises the readers that she can 
never achieve those goals. The top item of her list is to 
"stop smoking" (3) and she ceaselessly measures her smoking 
units so as to cheer for herself of her little improvement. 
However, this self cheering becomes a kind of hypnosis which 
guarantees her failure at quitting smoking. Most of the time, 
readers know more about Bridget than herself . Nevertheless, 
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when Bridget is sensible, she can be very funny and satirical 
in commenting on the people around h e r . A week after 
Valentine's Day, an anonymous card appears in the middle of 
the corridor between Bridget and her neighbour's apartment . 
On the surface, Bridget and her neighbour push the card to 
each other out of politeness； but deep down they both want 
to take a look at the inside of the card. Bridget is infuriated 
by the hypocritical courtesy of the pushing and pulling which 
is so typical of the girls and she exclaims satirically:、、工 
love girls" (52) . Throughout the book, Fielding includes her 
satirical social commentaries directly in the novel . 
Significant differences 
It is unfair to regard Fielding's Bridget Jones ‘ s Diary 
as just an imitation of Pride and Prejudice because of their 
thematic resemblance. There is a massive difference in terms 
of structure, narrative tone and voice, and the presentation 
of the heroine. Fielding's heroine Bridget is essentially 
a modern day Elizabeth. The major difference in the content 
and language between the two novels is that Fielding has 
inserted a bit of modern vivacity into the tone of the 
characters and added the modern sense in the reports of 
conversations in Bridget's diary, which makes the characters 
more familiar and closer to our modern w o r l d . Although Bridget 
Jones's failure and personal shortcomings make her 
unqualified to be called as a nineteenth-century heroine, 




Bridget Jones's Diary originated from a column in the 
newspaper The Independent which was written in a diary format. 
The whole novel is divided spontaneously into sections under 
the day of the random diary entries. At the beginning, there 
seems to be no strong plot, a typical characteristic of a 
diary . Not until the second half of the book does the story-
converge on Bridget and Darcy's relationship when the subplot 
of Daniel Cleaver's deceit is unveiled and the unfortunate 
extra-martial affair of M r s . Jones is discovered. Readers 
are exposed to the mundane and eventful life of Bridget and 
gradually build up a sense of close involvement with the 
central character . In addition, the neat and inviting 
structure also carries a sincere, confessional tone which 
creates a particular intimacy between the reader and the 
w r i t e r . At the beginning, Fielding's presentation of her main 
character has already gained our sympathy for Bridget's 
ordinariness. The realistic description of the aspirations 
and the shortcomings of Bridget in the first page of、、New 
Year Resolutions" is not only humorous , but also typical and 
familiar to the readers. 
Pride and Prejudice has a completely different structure 
for the novel has a clear beginning, exposition, complication, 
climax and resolution. Readers instantly notice that it is 
a love story about a girl meeting a w e a l t h y b a c h e l o r . With 
27 
this explicit hint we are not hoping to see what the story-
is about, but how it is told and ends. In the early chapters 
of Pride and Prejudice, we are told the flaws of the hero 
and the heroine, which make them attractive to one another 
yet incompatible when together. The 、、tight〃 structure makes 
Elizabeth's life seem incessantly exciting and difficult. 
As one event follows another, there is no place for Elizabeth 
to gasp or to slow down. Austen constantly creates surprises 
for the readers and adds obstacles to the marriage of 
Elizabeth. The intensity of passion speeds up from chapter 
to chapter. With the appearance of the different male 
characters, from Darcy to Collins and Wickham, the story moves 
to different levels. Because of the comparatively less 
eventful period in the second half of the novel, the chief 
characters are given more time to recognize their 
shortcomings and to readjust themselves for their upcoming 
reunion. The interactions between opinions and ideas 
contribute to the development of the plot and the flow of 
actions in the story. 
Narrative style, tone and voice 
Pride and Prejudice has a third person narrator, who 
is supposed to present an objective omniscient v o i c e . The 
novel starts with an inviting tone, guiding the readers to 
preserve their own judgement and to perceive the hidden plot 
of the story by their own analysis . Although this third person 
narrative is generally far more detached and objective in 
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tone than the novel's dialogue, the use of subjective 
interjections presents the voice of the heroine by means of 
free indirect discourse ： ''How differently did everything now 
appear in which he(Wickham) was concerned! His attentions 
to Miss King were now the consequence of views solely and 
hatefully mercenary... She grew absolutely ashamed of herself" 
(161-2). The narrator gives comments to the events and 
characters in the novel which direct the readers to certain 
judgements. The first half of the story is told from this 
invisible person who sometimes goes into the mind of Elizabeth 
and exposes her anger, frustration and passion towards the 
other characters. With this narrowed point of view, readers 
are led to see the world that Elizabeth perceives, to share 
her deepest feeling and to experience the pride of Darcy . 
Until the second half of the story, we are given few clues 
to the more implicit plot . Only in this second half do we 
understand the limitation of this invisible narrator or 
Elizabeth. 
In comparison with the formality of the language and 
style of Pride and Prejudice, Bridget Jones's Diary must seem 
downright improper. The language that the writer employs is 
not as formal or、、：Literary" as Pride and Prejudice . Yet, 
Fielding's simplicity and creativeness in the narratology 
invites readers to imagine a realistic situation which 
happens to common ordinary people • Bridget Jones ‘ s Diar y uses 
a less serious style of writing which often mixes registers. 
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The style of the writing often seems similar to that of spoken 
language. Although most of the episodes are not written in 
dialogue form, the narrator seems to be talking to the 
readers. Fielding omits the grammatical subjects of many of 
her sentences and neglects the coherence of formality by 
mixing formal words with slang. She also uses the passive 
and active voice alternatively without any apparent reason. 
The absence of coherence reflects the fact that this is a 
carefully arranged form of apparently impromptu writing . 
Fielding also inserts many interjections such as ''Ugh" or 
"Oh God" at the beginning of the diary entries and so adds 
to the intimacy and liveliness of her diary. Because a real 
diary serves no formal communicative purpose, the loose 
structure and the loss of grammatical ''correctness" in the 
novel is justified. This kind of natural free writing 
technique creates a sense of style in the novel . 
Bridget Jones's Diary uses a first person narrative to 
cut out all the unnecessary information and focus attention 
on Bridget's private life and psychology. It would certainly 
be very strange to give any physical details about the central 
character in what is a first person narrative structured in 
diary form. Fielding however discloses the inner qualities 
of Bridget by registering the hero's and Bridget's friends' 
appraisal of her. Despite the description of the body and 
physicality of Bridget, we have no idea of what Bridget Jones 
actually looks like yet we are familiar with this character. 
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Bridget is obsessed with her body weight and is not able to 
discover her inner beauty. As we continue reading the rules 
Bridget has set for herself, we discover the large gap between 
Bridget's awareness of her real quality and that of the 
readers. As a matter of fact, Bridget is certainly not fat 
if she is not comparing herself with models or Hollywood 
stars. 
Due to all these sirrdlarities in plot, characterization 
and the writing skills, and all the differences in the 
structure, narrative voice, tone and styles, we can neither 
view Bridget Jones's Diary as merely an allusion nor a 
replication of Pride and Prejudice. Unlike the 
characterization of the male protagonist, Helen Fielding does 
not stick slavishly to Pride and Prejudice in the portrayal 
of her heroine . Transforming from a nineteenth-century novel, 
Bridget Jones's Diary has changed into a novel centring on 
a woman in search for real love with some obvious 
incorporations of sexual politics. The modern woman Bridget 
is not a role-model shaped by the males' conceptions of female 
and she has escaped from the taboo of a woman expressing her 
sexual desire. Although Bridget has more freedom to be the 
way she is and to express her desire, she still depends on 
a man to fulfil her life. 
Images of Elizabeth and Bridget 
Juxtaposing the external qualities and the backgrounds 
of Elizabeth and Bridget, we can see huge differences in the 
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two protagonists . In Pride and Prejudice Elizabeth is a 
charming, witty and sensible twenty-year-old young lady. She 
lives in a rural countryside with her family, including her 
parents and four unmarried sisters . Despite, living in a small 
village with her family members Elizabeth does not appear 
as an uncivilized village girl. Even though she does not have 
any governor to instruct her properly, she always tries to 
broaden her horizon by extensive reading. Yet, being a girl 
in the nineteenth century, she suffers much from class 
distinction and social constraints (Millett 39) . She has rare 
chance to socialize with upper class and she can neither own 
nor earn in her own right. Women in Austen's time depended 
economically on men in the society. Trapped in the middle 
of the social ladder, Elizabeth cannot work to earn money . 
Ironically, compared to women in the lower class, who could 
eke out a living by working as servants for the bourgeoisie, 
Elizabeth must stick to the domestic routine and behave well 
enough to be a socially accepted lady. 
On the contrary, Bridget Jones, the contemporary 
Elizabeth, has a completely different personal background. 
Bridget Jones is silly and indecisive thirty-something lady 
who urges for a stable relationship. She lives alone in an 
urban city and works in a publishing company. However, living 
in an urban city does not make her more intelligent or wiser . 
She receives proper education and has a degree in English 
but she makes careless spelling mistakes. She cannot cook, 
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sing nor programme her video. Nevertheless , Bridget is simple 
by heart and is honest to herself as she exactly knows what 
she needs. She is luckier than Elizabeth as she has the 
opportunity to build up her own career. With the uprising 
slogan of equality between men and women in the working 
environment, Bridget is fortunate to have a stable job which 
gives her security in the city. 
The two heroines' personal background may not be the 
same, but they share some similar internal qualities . One 
of Elizabeth's major outstanding qualities is her wit in 
communication. According to Bharat Tandon, a specialist of 
the studies of Jane Austen's language usage, it is Elizabeth's 
eloquence and her gallantry in expressing her opinions which 
draws the attention of Darcy . Darcy and Elizabeth both 
"recognize the other to be a challenge" and "each has 
discovered somebody worth arguing with, worth the exercise 
of attention and wit" (Tandon 95) • The conversation between 
Elizabeth and Darcy demonstrates their similar intellectual 
competence which is a different kind of flirtation under 
constraints. Through their continuous arguments and the 
restrained flirtations, they reach a deeper understanding 
of each other. In the Lucas Lodge party, Elizabeth has 
rejected Darcy's invitation to dance and challenges him when 
she discovers his attention to her while she is conversing 
with others. The next direct confrontation between them 




Netherfield to take care of her sick sister. Their discussion 
turns to their opinions on the qualities of an "accomplished 
woman" (33). Elizabeth despises Darcy and alludes that he 
is too demanding. Elizabeth's brave disagreement appeals to 
Darcy and Darcy is impressed by her originality and carefree 
spirit. After this argument, on the next evening Darcy invites 
Elizabeth to dance a reel but she does not answer him. It 
is already the second time when Elizabeth refuses to dance 
with Darcy. Her silence reveals her caution in her speech 
and act because she does not want to be scorned. Yet, to Darcy, 
Elizabeth's silence makes her more enigmatic. Darcy is 
completely bewildered by her unpredictable responses and he 
will continuously try to approach Elizabeth so as know more 
about her. By doing this, on the one hand, Elizabeth can retain 
her 、、feminine virtue of passivity" (Millett 31) ； while on 
the other hand, she gives Darcy a more special impression. 
Indeed, Elizabeth may not intend to lure Darcy, but she 
achieves another kind of flirtation by wittily choosing when 
and what to speak of and when to remain silent. 
Bridget might not be as sensible as Elizabeth but she 
sometimes has Elizabeth's wit in communicating with men. By 
dressing herself sexily, Bridget seduces Daniel, her boss, 
in a passive way. She realizes that in a relationship a man 
should always takes the lead, especially if the target is 
her boss. After drawing the attention of her prey, Bridget 
knows exactly how to reply humorously to Daniel ‘ s flirtatious 
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messages . Written in a work vernacular, Daniel and Bridget's 
messages express the sexual content with a sense of 
institutional formality. The content of the message focuses 
on the topic of Bridget's skirt and has nothing to do with 
business . This seductive content and the unnatural 
bureaucratic tone create a funny contrast which makes the 
communication more exciting. That Bridget is able to use the 
right tone and the right form to continue with Daniel ‘ s 
flirtation means that she is attuned to Daniel's intellect. 
However, after several days, their conversation stops for 
Bridget's careless spelling mistakes . The harmony is 
distorted because of Bridget's inability to articulately 
converse. She cannot control the art of communicating with 
men skilfully； therefore, she tries to be an 、、ice queen" to 
attract Daniel. In fact, being an ice queen is similar to 
Elizabeth's silence to Darcy. The modern day Bridget is 
adapting the traditional method to win a man's heart . If 
Elizabeth's knowledge of men and women relationship is 
classified as advance, then Bridget can only be regarded as 
a beginner. 
Besides wit, Elizabeth has the liveliness of mind which 
is appreciated by her friends and p a r t n e r . Not only does 
Elizabeth exhibit her physical liveliness by extensive 
walking, she also gives active responses to demonstrate her 
liveliness of mind. Elizabeth's innate 、、v\^it and vivacity" 
(71,86) makes her a fast thinker with a talent in giving 
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precise and ironic responses to people's o p i n i o n s . She tells 
Darcy： "Follies and nonsense, whims and inconsistencies do 
divert me, I own, and I laugh at them whenever 工 can" (47). 
Unlike Jane who thinks one-dimensionally of people ‘ s kindness , 
Elizabeth's character study reflects her v i v a c i t y of m i n d . 
She has no malicious intention but her active mind contributes 
to her considerate action. Elizabeth can always comfort and 
encourage Jane in a lively w a y . Elizabeth applies her insight 
to the snobbish Miss Bingley when she comforts Jane about 
the leaving of the Bingley family. She is confident in the 
affection between Jane and M r . Bingley and is able to see 
through the evil plan of Miss Bingley. Reassuring Jane of 
M r . Bingley's admiration, she tactfully explains to her that 
if Miss Bingley had seen the love in M r . D a r c y for herself 
half as much as the affection of M r . Bingley towards Jane, 
、、she would have ordered her wedding clothes" (95). 
Elizabeth's cleverness in choosing the right words always 
opens up Jane to new perspectives. 
There is a similar kind of liveliness in Bridget ； however, 
Bridget has a distinctive kind of liveliness v^hich liberates 
her from traditional presentation of females . With Bridget's 
funny use of new words and new p h r a s e s , she has the talent 
to describe an event or a person in a lively w a y . She coins 
the phrase "emotional fuckwits" to refer to those men who 
cannot love and commit in a functional relationship. One 
specific kind of liveliness distinguishes Bridget from 
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Elizabeth is the sexual liveliness. Bridget's mind is 
occupied by sexual thoughts which Elizabeth in Pride and 
Prejudice dares not to think about. Bridget is thrilled when 
Daniel is attracted by her sexy outfits and is v^illing to 
date her. She is proud to call herself an 、、i:r:resistible Sex 
Goddess" (26) for she has the yearning for sex• She can "simply 
replace food with sex" (60) , and openly expresses it in the 
diary. Bridget prefers a man like Daniel Cleaver to Mark Darcy 
for the reason Daniel grants her nice sex but Mark does not 
even talk about sex. The words、、shag〃 and、、fuck〃 which are 
definitely inappropriate in Austen's novels frequently 
appear in Bridget's diary. With the overt narration of a 
woman's sexual desire. Fielding has opened up a new 
perspective of writings about women. The taboo against the 
public display of women's sexual desire is abolished. Women 
can express their repressed needs and wishes more freely. 
Having all positive qualities, Elizabeth is seemingly 
perfect, but she still has a major weakness of being 
prejudiced. Elizabeth's sharp tongue and her hasty judgements 
of people at the first view, often blind her to the truth. 
She misunderstands herself as an omniscient observer and does 
not recognize her own shortcoming of misjudging people by 
the prejudiced first impression. Her analysis of people's 
personality is no doubt very close to reality,, for example, 
she can easily figure out that Miss Bingley's manner is not 
equal to her brother's in their first encounter. Her 
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assumption about Miss Bingley's concealment of Jane‘ s visit 
to London is also accurate. Elizabeth's sensitivity in 
studying a person is one of her many strengths over her sister, 
Jane. However, this strength soon becomes her only hindrance 
as she obdurately resists opening up herself to diverse 
opinions and to self-evaluation. It is not merely hasty 
judgement that leads Elizabeth astray, but it is her 
recklessness in underestimating the perpetual impact of her 
ingrained prejudice which has created the many obstacles in 
her journey of self development. 
Bridget aligns with Elizabeth in giving prejudiced hasty 
judgment • In her first encounter with Mark Darcy in the Turkey 
Curry Buffet during Christmas time, Bridget labels him as 
"diamond-pattern-jumpered goody goody" (14) because Darcy 
is wearing a V-neck diamond-pattern in shades of yellow and 
blue navy sweater. Seeing Mark standing next to the bookshelf 
and scrutinizing its contents, Bridget immediately 
associates Mark with some classic dull fellows. Bridget has 
no interest to befriend with Mark following this superficial 
first sight. After studying his socks, white ones with a 
yellow bumblebee motif, she makes a crucial decision to erase 
Mark from her dating list (16) . Her hasty commentary is 
similar to Elizabeth's prejudiced conclusion of Fitzwilliam 
Darcy's personality, thought obviously Bridget is more 
superficial as she cares only about appearance . She admits 
that most of her judgements are based on intuition and 
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instinct (262). 
Prejudice is one major shortcoming of Bridget and it 
is not the only one. Bridget, having less self control, than 
Elizabeth always tends to be attracted b y the appearance of 
her suitors and the romantic aspect of a relationship . Her 
self-esteem is based upon conformity to the socially 
established ideal of women‘s physical b e a u t y , reflected in 
her obsession with the measurement of calories： women's 
working ability, indicated by their position at work； and 
women's personality, revealed by their marital status. Her 
reading habits do not help her much with her sensibility and 
intellectuality, as she makes no distinction between taking 
pleasure in classic literature and tasteless m a g a z i n e s . She 
always seeks advice from self-help books which can offer her 
ways to win a man's heart. She indulges herself in cigarette 
and alcohol consumption when she celebrates with her female 
friends. Only after she has broken up with Daniel does she 
choose to engage herself with other things. Compared to 
Elizabeth, Bridget is down-to-earth and lovable for her 
stupidity. 
Prejudice asides, Elizabeth can be categorized as an 
almost perfect heroine in her unifying positive qualities； 
as for Bridget, her multiple faces may make her difficult 
to be judged. Bridget sometimes can be as charming and 
intelligent as Elizabeth, but also as practical as Charlotte 
and as ridiculous as Lydia, the youngest and wildest sister 
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of Elizabeth in Pride and Prejudice. Bridget does not have 
one dominant positive side as her personality is made up of 
different selves. On one hand she strives to have inner poise 
and be self-assertive, confident, and independent like 
Elizabeth. Supported by her female friends, she can reject 
all men and convinces herself that a single woman can take 
advantage of her liberty so she rejects entering the group 
of the "smug married." On the other hand, she betrays her 
own standard and tries every possible way to hunt for a m a n 
to complete her. She feels anguish of the、、fears of dying 
alone and being found three weeks later half-eaten b y an 
Alsatian" (20) . A large part of the diary is about how she 
manages to change her lifestyle and how she immediately breaks 
all the rules that she has set up for h e r s e l f . At her worst 
moments she evokes shades of Lydia, who has、、a lively, playful 
disposition, which delighted in any thing ridiculous" (12)； 
similarly, Bridget is simple of heart and cares only about 
the tiniest domestic tragedies. She may spend much time on 
thinking about negative thoughts and more ridiculously, she 
counts the minutes she spends on counting the negative 
thoughts . 
The weaknesses of Bridget seem to be a kind of rebuttal 
of the perfections in Elizabeth. Bridget is certainly not 
an ideal wife comparable to Elizabeth； however, her flaws 
liberate her from the stereotyped sex c a t e g o r y . A s noted by 
Kate Millett, the social patriarch has conditioned the 
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ideology in society. The dominant group has imposed a 
definition of temperament which involves the formation of 
human personality along stereotyped lines of sex category. 
This ideological conditioning is based on 
"the needs and values of the dominant group and 
dictated by what its members cherish in themselves 
and find convenient in subordinates: aggression, 
intelligence, force, and efficacy in the male； 
passivity, ignorance, docility, 、、”virtue," and 
ineffectuality in the female.“ 
(Millet 26) 
Under this rules of temperament, females are forced to take 
up a particular sex role. Before remedying her prejudice, 
Elizabeth falls exactly into the ideological temperament of 
feminine defined by the dominant group. She takes the passive 
role in courtship/ she is ignorant for being blinded by her 
prejudice; she is docile to the social rules when she comments 
on her younger sisters' public behaviour,- and she insists 
on the importance of virtue even though she has her own 
interpretation of it. In terms of her strength, Elizabeth 
is a nineteenth-century heroine "who could combine strength 
and intelligence with feminine tenderness, tact, and domestic 
expertise" (ShowalterA Literature of Their Own 100) . However, 
in recent years, feminine writers were looking for a neither 
kind of heroine: 、、the romantic heroines . “ They want "women 
who sobbed and struggled and revelled" (Showalter A 
41 
Literature of Their Own 100) . It is difficult to believe that 
both qualities can be embodied in the same woman, but Bridget 
Jones is the answer. Helen Fielding has made this modern 
heroine full of weaknesses who also dares to admit them, 
because every human being makes mistakies. Although Bridget 
is not as eloquent as Elizabeth, her ordinariness, simplicity 
and ingenuousness make her appeal to readers. Female readers 
are familiar with the multiple selves of Bridget and find 
resonance in Bridget's situation so they pity for Bridget. 
Despite all the differences in the external and internal 
qualities of Elizabeth and Bridget, they are put into a 
completely identical situation. In the nineteenth century, 
girls in their twenties had entered the margin of entering 
a marriage. For instance, Charlotte Lucas is a twenty-seven 
year old girl and her chances to be married well are very 
low. This age crisis forges a different moral standard for 
her, which encourages her to seize all the opportunities 
around no matter what the suitors are like. For the twenty 
years old Elizabeth, her urge to marry is as strong as 
Charlotte. Elizabeth is a daughter of a gentleman in the 
middle class. The class distinction limits Elizabeth to her 
own social circle so it also narrows down her choices. The 
house where the whole family are living in is entailed, in 
default of male heirs, on Elizabeth's nephew, M r . Collins, 
which is the reason why the sisters have an urge to be married 
to rich bachelors as soon as possible . Moreover, being 
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economically dependent, Elizabeth cannot secure herself 
financially by having a job. These economic factors are the 
major issue which governs Elizabeth's match-making• All these 
social and economical restrictions leave Austen's heroine 
little choice. 
With a new family orientation and personal background, 
Fielding has almost liberated Bridget from the traditional 
chain cast upon her. Yet, despite the new qualities of Bridget, 
she falls into the exact trap as Elizabeth. The 
twentieth-century thirty—something Bridget has to face the 
same strong social pressure directed at a twenty-year-old 
woman in Austen's time. In the modern world, there is 
apparently a cultural gender bias against valuing single 
women in their thirties. When interviewed on the B B C s 
Bookworm program, Fielding said that "single women today, 
sort of in their thirties, are perhaps a new type of woman 
that hasn't really got an i d e n t i t y . S i n g l e women in their 
thirties have a feeling that they belong to nobody and they 
are nobody. They are implicitly classified as outcasts . 
Bridget herself claims, "It is too humiliating at my age 
starting the year in a single bed in my parents' house" (10). 
People will hastily associate them with lonely weird 
spinsters who are not able to marry because of their peculiar 
nature, social ineptitude and absolute unattractiveness• 
They do not marry because they cannot and are not qualified 
to be married. Conversely, the cultural image of unmarried 
43 
men in their thirties is completely different. They are 
regarded as liberal bachelors who are carefree and always 
have the chance to marry but they consciously choose to 
withdraw from marriage and to enjoy their happy single life. 
They appear as attractive free men. For both men and women , 
regardless of their inner qualities, the society has already 
given them a critical judgement. It is, therefore, easy to 
explain that even though Daniel Cleaver is an irresponsible 
womaniser, he is still attractive and can take advantage of 
his charisma. Many female readers can easily recognize this 
unfair social constraint, which has become part of Bridget's 
life, and empathize with her. 
The identical situation ultimately pushes the heroines 
to a situation waiting for the heroes‘ help. Henrietta Ten 
Harmsel regards Elizabeth Bennet as a "conventional 
Cinderella-heroine" who "comes to full artistic maturity" 
(Bloom 66). She is still the typical heroine who overcomes 
all obstacles to win her hero in the end. Austen intentionally 
makes her heroine triumphantly learn about herself as well 
as win a bright future in her j ourney to marriage . Elizabeth's 
love story is a combination of the fulfilment of both of the 
problems caused by entailment, a pragmatic factor； as well 
as real love, a romantic factor. Elizabeth's love story is 
more like a fairytale, in which at the end she is fortunate 
enough to satisfy both of her needs. In fact, Bridget is also 
the Cinderella character who is helplessly waiting for her 
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hero's salvation. The most difficult challenge comes when 
she is asked how her love life is. Bridget, no matter how 
hard she tries to be independent and strong, can only bravely 
answer the question when she has a functional relationship. 
All she really wants is a man who can love her and save her 
from the embarrassment of being asked why she is still 
unmarried. The key to fulfil her life is a man. 
Both Elizabeth and Bridget are facing social pressure 
directed at women, what differs them is that Elizabeth does 
not simply renounce her aspiration to true love but Bridget 
is eager to put aside her ambition for getting a boyfriend. 
Because of her financial protection, Bridget's urge for a 
husband does not involve economic factors. Her desire to have 
a stable relationship is purely a matter of romance, a search 
for integrity and reassurance. She has no intention of 
accomplishing any big achievement and can be satisfied with 
trifles. Obviously, Bridget is not an aggressive career woman 
and her energy at work is only a residue of the fuel of love. 
She has put much effort to beautify herself at work so as 
to draw the attention of her contemptible boss. Until the 
moment she has broken up with Daniel, Bridget starts to think 
about her own career. She needs a new job because she wants 
to escape from Daniel and to forget her sad memories . 
Self-equipping helps her to forget the past and to prepare 
her for taking revenge . Her unmotivated attitude unexpectedly 
fits her perfectly well into the field of mass media and she 
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is soon popular on television with all her absurdities. 
Conclusion 
The reconstruction of Jane Austen's Pride and Prejudice 
in Helen Fielding's Bridget Jones's Diary has preserved the 
essence of Austen's craftsmanship of her work. The adaptation 
contains some important elements of the original novel but 
it also differs a lot in the writing style and the image of 
the heroine. Fielding's reinvention of the heroine reveals 
her understanding of Austen's Elizabeth but has also freed 
Elizabeth from the traditional ideological 
characterizations of a woman. Austen's Elizabeth has the 
ability to face all her misfortune and to continue to be 
positive and active in living out her principles of life. 
Although Bridget does not have Elizabeth's unswerving will, 
she definitely inherits her optimistic point of view. In 
addition, Fielding has also put the moral criterion of the 
cultural influence and her remarks on the frustration of women 
in the modern world in her interpretation . From the 
shortcomings and the sexual desire of Bridget, Fielding has 
liberated her heroine from social convention. Women in the 
twentieth century certainly have more freedom, 、、they do not 
have to stay home and wait for an eligible bachelor to appear； 
they do not have to marry in order to have status ； they may 
even take an antibiotic and survive a putrid fever without 
being bled by a surgeon" (Parrill 7)• By giving the modern 
Elizabeth/Bridget a new identity, Fielding has redefined the 
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concept of heroine. Nevertheless, Bridget still faces the 
same obstacle implanted in her society. The two novels are 
to a certain extent a genuine portrayal of the writers‘ 
observation of the treatment of women in their time. Austen 




The Image of Elizabeth Bennet in 
Pride and Prejudice and Its Adaptations 
、 、 工 （ E l i z a b e t h Bennet) , who have prided myself on my 
discernment！ I, who have valued myself on my abilities! who 
have often disdained the generous candour of m y sister, and 
gratified my vanity in useless or [blameable] distrust. How 
humiliating is this discovery!" 
Jane Austen, Pride and Prejudice 
In the previous chapter, we have some understanding of 
the portrayal of Elizabeth Bennet in Pride and Prejudice which 
represents the concept of the heroine. Because of Austen's 
powerful observation of female situation at her time, some 
critics may notice the feminist feeling and feminist ideas 
in this novel, yet other may find the evidence inconsequential • 
With the proliferation of film adaptations in the 1990s, film 
makers attempt to use a different media to appropriate their 
perceptions of Austen's heroine for their visual 
presentations . In the film adaptations of Pride and Prejudice, 
the subjective interpretations of Austen's heroine can be 
seen ranging from Elizabeth's physical features to her inner 
positive qualities, which are liveliness, observance, wit, 
moral persistence and her incompetence - ；prejudice and 
imprudence . 
Amongst all of Jane Austen's novels, Pride and Prejudice 
has been the most widely-read and the most often adapted for 
television and film. It was the second of Jane Austen's adult 
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novels to be composed and was written between October 1796 
and August 1797, being entitled First Impression originally. 
The manuscript stayed with Austen for fifteen years and after 
years of revisiting, the final draft was published in three 
volumes in 1813 with a brand new and subsequently enduring 
title - Pride and Prejudice. The first film version, a black 
and white movie, appeared in 1940. It was released by MGM 
and was popular at the box office. However, no other film 
adaptation of an Austen novel was made for general public 
release until 1995. Television adaptations and radio 
recordings, as either single episode or miniseries were, 
however, produced in both England and the United States during 
this time. There was one American TV Austen adaptation - a 
live, one hour long, adaptation made by NBC in 1949; the rest 
of the television sequels were produced by the BBC in 1952, 
1958, 1967, 1980 and 1995. 
工 have chosen two adaptations of Pride and Prejudice 
to compare with the original novel in their depiction of the 
image of the heroine. One is the MGM version (1940) directed 
by Robert Z. Leonard, with a script written by Aldous Huxley, 
Helen Jerome and Jane Murfin, and the other is the 
popular, 1995, BBC television mini-seiries, directed by Simon 
Langton, with a script written by Andrew Davies. The 1940 
film envisages new perspectives of the heroine from the 
original novel ； while the 1995 version appears to stick more 
closely to the original written narrative. Each presentation 
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is a production of its historical condition, with a specific 
anchor . The comparison of Elizabeth's image in the original 
and its two adaptations will begin with the physical features 
of the heroine, followed by a discussion of her strengths 
and weaknesses . 
Physical features 
With conscious management of words , A u s t e n had avoided 
giving any direct physical details of Elizabeth Bennet . The 
exclusion of such detail was in Austen's design, even though 
her reasons for her doing were not revealed. Austen once 
mentioned in a letter to Cassandra that she had expected to 
see a drawing of Elizabeth Bennet but she did not make public 
how Elizabeth should look. In May 1813, several months after 
the publication of Pride and Prejudice, Austen told Cassandra 
about her visit to a painting exhibition in Spring Gardens . 
In the letter, she wrote that she saw、、a small portrait of 
M r s . Bingley [Jane Bennet] excessively like her.“ She found 
、、！yirs . Bingley is exactly herself - size, shaped face, features, 
and sweetness； there never was a greater likeness.“ She 
appreciated the painter's sensitivity of the portrayal of 
M r s . Bingley(Jane Bennet), but only made the slightest 
comment of her favourite character,、、工 dare say M r s . D . 
[Elizabeth Bennet] will be in yellow" (Le Faye The World of 
Her Novel 201-2) . Austen felt disappointed for not seeing 
anything like Mrs . Darcy but she did not disclose any physical 
particulars of M r s . Darcy after all, except an abstract 
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association of the colour - yellow. There is no explanation 
for her purpose of the strong suppression of Elizabeth's 
details in the book but Austen did not make her heroine a 
total stranger. Elizabeth's prominent personality has 
created a physical image in Austen's and her readers‘ mind,-
people perceive Elizabeth in their mental eyes. 
In some places in the novel, there are hints revealing 
some physical appearance of Elizabeth. Through the dialogue 
between Miss Bingley and Mr. Darcy, it is possible, at least, 
to get some sense of what Elizabeth looks like. Elizabeth's 
attractiveness cannot be doubted. Her charm attracts many 
people's attention, including that of Mr. Collins, Colonel 
Fitzwilliam and later on Mr. Darcy as she is ''next to Jane 
in birth and beauty" (58) . Her enemy, Miss Caroline Bingley, 
however, gives nothing but derogatory accounts of her looks ： 
her face is too thin,, her complexion has no brilliancy, her 
nose has no character, her teeth are only tolerable and her 
eyes are not extraordinary (207) . These undeserved, spiteful 
commentaries echo with Mr. Darcy's prejudiced judgement 
towards Elizabeth's appearance at the first Netherf ield ball. 
At the first glance, Elizabeth is only ''tolerable, but not 
handsome enough to tempt me (Mr. Darcy)“ (11), and Darcy's 
continued attention to her proves to inspire his criticisms 
towards Elizabeth (20) . In the novel, there is a lack of an 
objective opinion of the physicality of Elizabeth. What we 
know about Elizabeth is that she is not as tall as Lydia 
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because Lydia lauds herself as the ''tallest" among the sisters 
(9) ； she has a pair of admirable 、、bright dark eyes" (75) with 
a、、beautiful expression" (20) ； she also has a strong body 
which enables her to walk three miles in dirty weather (30). 
These sparse delineations provide minimal information about 
Elizabeth's physicality. Because of these uncertain 
subjective judgements, the appearance of Elizabeth can vary 
from different people's perceptions. 
Leonard certainly cannot evade the projection of a 
visual perception of Elizabeth in his film. The lack of 
specific visual details might be seen as hindering the 
filmmaker,- alternatively, however, it could be seen as 
allowing him a greater freedom to recreate and reinvent using 
his own artistic sense. Elizabeth Bennet can appear to be 
visually familiar to the audience without significant loss 
of the psychological characterization of her that Austen has 
created in her novel • MGM employed celebrated stars Laurence 
Olivier and Greer Garson, who both had great appeal to the 
public, to take the leading roles as Mr. Darcy and Elizabeth 
Bennet. Garson exhibits confidence, elegance and classic 
beauty in the freeze-frames•7 In the black and white film, 
her looks are distinguished from her sisters because of her 
blond hair. Her face is often framed in the large shells of 
bonnets, which makes her look like a doll with a dainty face 
in most of the close-ups. Garson's femininity serves to 
satisfy the male or female gaze as the audience gain pleasure 
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from watching her face in the soft lens shots. In all the 
opulent tight waist costumes, her perfect body shape oozes 
out her feminine attraction and a sense of her physical 
delicacy. At the first glimpse of her appearance, the audience 
may not find a clear resemblance to the strong Elizabeth of 
the novel . 
Leonard's addition of some scenes also helped to make 
Elizabeth(Garson) seem fragile. In Austen's novel, we never 
see Elizabeth cry or mourn for her family tragedy, but Leonard 
adds this weak side of Elizabeth in the film. In the 
Netherfield ball, which is changed into a garden party, 
Elizabeth cries over the absurdity of her family members‘ 
behaviour. Overhearing Mary's peculiar performance, 
Elizabeth enters the ball room hastily and the camera uses 
several shot/reverse shots ® and point of view shots ^ to 
capture what Elizabeth sees. At first, the camera pans slowly 
across the room in a long shot, where Mary is standing in 
front of the audience and singing the song、、Flow Gently, Sweet 
Aft on.“工 t then moves to Mrs . Bennet ‘ s smile and M r . Collins's 
uneasiness. Soon after a medium shot of Elizabeth, the camera 
cuts to Mary again and then to M r . Darcy, who is communicating 
with Miss Bingley by means of a scornful look. In another 
cut, the camera shows Elizabeth's embarrassed facial 
expression as she proposes to Mr. Bennet that someone must 
stop Mary. The tension builds up with rapid camera movements . 
In this series of cuts, the audience can sense the social 
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pressure that Elizabeth is suffering from in this exposure 
of family folly. At this crucial moment, Miss Bingley 
approaches and ironically congratulates her on her family's 
accomplishments. Elizabeth is silent and speechless in 
responding to Miss Bingley's facade of concern. She withdraws 
by herself to the garden and weeps over the mockery and her 
family's humiliation. Elizabeth's internal conflict and 
frustration are made overt as she cries. In the novel, b y 
contrast, although Elizabeth is in 、、agonies〃 (81) over her 
family's social gaucheness, she does not break down into tears 
nor openly display her embarrassed anguish. 
Langton's choice of actress gives a different image of 
Elizabeth from Leonard's. The choice of actors for the BBC 
Pride and Prejudice seems to have been a prime reason for 
the mini-series' success. The 1995 version featuring Colin 
Firth and Jennifer Ehle pioneered a new Austen culture in 
film (it is of course a film series for television) • The public 
became virtually obsessed with Elizabeth and Darcy and seemed 
to have all but identified Colin Firth with the proud and 
charming Mr • Darcy. Jennifer Ehle is very different from Greer 
Garson in her physical appearance . She has a larger body frame 
and even looks a little chubby. Her body is much stronger 
and more voluptuous than Garson's . Particularly, the delicacy 
and elegance that Garson displays is not demonstrated by Ehle . 
Ehle does not possess what could be traditionally classified 
as beauty； she is, however, friendly, casual and charming 
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with her sweet and genuinely contented smile. The dress of 
the actors and actresses in the 1995 version differs 
significantly from that of the 1940 version. The dresses of 
Ehle are less flamboyant, without any clumsy puffed sleeves 
and billowing hooped evening dress (Dickson 44-57). In her 
low V-neck decolletages, she looks sexually appealing and 
more open than Garson. This change in dress allows Ehle to 
be much freer to express her physical liveliness and activism, 
in exercising and walking in the muddy and wet lanes. 
Besides her disclosure of the heroine‘s energy, Ehle 
also shows emotional delicacy in her acting. In the scene 
when she is reading the letter from Jane which brings the 
news about Lydia's elopement, overwhelmed by passion, pain 
and anxiety, Ehle sobs. However, instead of letting Ehle cry 
out loud, the director restrains her expression of emotion 
so that it becomes a voiceless sob. Langton wants to maintaiii 
an image of his heroine's strength； she will not cry over 
her family situation and can control her emotion even in very 
difficult situations. Though the emotion of Elizabeth (Ehle) 
is controlled, she is not a stiff person with no passion at 
a l l . In episode five, when Elizabeth accidentally meets Darcy 
in Pemberley, she gives a loud gasp after their conversation . 
A f t e r the period of self-evaluation and improvement, she is 
breathless when she meets Darcy. Elizabeth's new self is 
ashamed to acknowledge her past, with its prejudice against 
Darcy and its cruel rejection of his first proposal . From 
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the two film adaptations, we can see a progressive tendency 
of highlighting the sexuality of the heroine in her physical 
appearance . The 1940 version demonstrates Elizabeth's 
feminine qualities,, whereas the 1995 version stress on 
sexuality of Elizabeth by her low V-neck outfits. 
Liveliness 
The physicality of Elizabeth in the different 
adaptations may be arbitrary； yet, all three versions of Pride 
and Prejudice unite in demonstrating Elizabeth's strong sense 
of liveliness. The characterization of women's physicality 
in nineteenth-century British fiction was of course 
influenced by conformity to social norms . In her studies of 
some talented heroines in nineteenth-century fiction, Susan 
Siefert generalizes that women were expected stereotypically 
to possess 、、a delicacy of form and feature with an 
accompanying deficiency in physical prowess . A lack of 
intellectual ability was viewed as the natural and becoming 
corollary to physical delicacy" (Siefert 2) • These 
stereotyped characterizations of fictional women are however 
unjust to Elizabeth as the descriptions of her in the novel 
show that she possesses both intellectual and real physical 
skill . In early nineteenth-century England, there are 
m e n t i o n e d of a number of social activities for w o m e n , 
including pianoforte playing, singing, sewing, drawing and 
g o s s i p i n g , but none of them consumes physical p o w e r s . On the 
contrary, most of the members of the Bennet family are not 
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confined to the house or to indoor activities/ they, 
especially Elizabeth, Lydia and Kitty, cherish the chance 
of excursions. Elizabeth, having、、the habit of running" (231), 
is a person who enjoys rambling through the countryside, as 
we can see in Chapter 7 when she walks to Netherf ield to visit 
Jane, "crossing field after field at a quick pace, jumping 
over stiles and springing over puddles with impatient 
activity" (28) . In Chapter 28, she goes to Hunsford to meet 
the newly married couple Mr. and Mrs. Collins and has a 
"pleasant walk" (128) in the woods and fields with the couple 
at Rosings ； and in chapter 42, she explores with the Gardiners 
the natural beauty of Derbyshire and Pemberley, where they 
''descended the hill, crossed the bridge" (188) • 
In the 1940 version, Leonard has difficulty in 
presenting the physical liveliness of Elizabeth in the mere 
117 minutes of his film, but he manages to add one specific 
physical skill to her heroine in the invented sequence. The 
technology available to him meant that the movie had to be 
filmed for the most part in interior settings. The only 
exterior scene, which does not appear in the novel, is that 
of the garden party where the camera focuses on three fixed 
spots ： the pavilion, the balcony and the stairs. The absence 
of a significant number of exterior scenes inevitably traps 
the characters in indoor activities • Tackling this limitation, 
Leonard gives Elizabeth a special skill of archery so as to 
demonstrate the vigour of his heroine. In this Netherfield 
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garden party, while other people are playing on swings, at 
the ball games, or rowing on the lake, Darcy instructs 
Elizabeth in archery. Darcy carefully instructs Elizabeth 
in the way to put the arrow to the bow and the correct posture 
for shooting. Yet, to Darcy's surprise, Elizabeth is a better 
archer than himself. Although the instructor, Darcy produces 
a relatively poor shot while the supposed apprentice 
Elizabeth then shoots three bull ‘ s-eyes . Elizabeth is annoyed 
by the fact that Darcy, like other men, considers women as 
physically incompetent, so she says, ''thank you for taking 
it so well . Most men would be offended.“ Her words and her 
facial expression protest against the social injustice 
towards women at that time. Leonard interprets Austen's 
heroine as a strong woman who dares to challenge a man and 
the convention. Indeed, she is not in anyway inferior to or 
incompatible with Darcy. Her vivacity is not limited to her 
wit/ she can also present herself as brilliantly as a man, 
conversing as brightly as anyone and shooting an arrow as 
accurately as most men or even better. 
In the BBC version Elizabeth(Ehle) shows her 
sprightliness in her extensive walking, running and 
exercising. There are many scenes that capture Elizabeth 
walking in the fields and woods at Rosings and Pemberley and 
meeting Darcy accidentally. In episode one, the journey to 
Netherfield is presented in which she scrambles over fences 
and falls in the muddy lane. In addition to activities that 
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actually happen in the novel, Langton in the opening scene 
inserts a sequence with Elizabeth running down from a hill 
after seeing two gentlemen, M r . Darcy and M r . Bingley, 
galloping along in the front of Netherfield in the 
establishing shot^°. Langton also shows more of her heroine's 
physical ability by introducing a scene where Ehle chases 
after and plays with a dog in the Netherfield Park and is 
seen by M r . Darcy. This inadvertent display of Elizabeth's 
inner vivacity catches Darcy's attention and he is greatly-
struck by her. Both the novel and the film show Darcy's 
appreciation of Elizabeth's stamina. In the novel Darcy 
regards her beautiful eyes were "brightened by the exercise" 
(30) , and in the film Firth gives Elizabeth the same remark. 
In Elizabeth's excursion with the Gardiners, the energetic 
girl stands next to a big rock and gazes at the countryside 
of Derbyshire which is followed by a panoramic shot of 
D e r b y s h i r e . Her clothing does not restrict her active 
movement； nor does the environment limit her mobility. In 
this television series, Langton emphasizes that it is Ehle's 
v i t a l i t y which makes Darcy single her out at the beginning 
of the story. In contrast to the prevailing confinement 
exerted on women in society, Elizabeth is free both physically 
and men tally. 
Observance 
In Austen's Pride and Prejudice, despite her 
forthrightness in expressing her opinions and feelings. 
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E l i z a b e t h is not unable to behave like one of the accomplished 
women； she just does not want to be servile but sometimes 
h e r stubbornness is taken as impertinence. During her short 
stay in N e t h e r f i e l d , Elizabeth has a vigorous discussion of 
the qualities of an "accomplished woman" with D a r c y and the 
B i n g l e y s . M r . Bingley starts by showing his appreciation of 
the skills of the proficient women who 、、paint tables, cover 
s c r e e n s , and net purses；“ besides these skills, Miss Bingley 
a d d s , 、、A woman must have a thorough knowledge of m u s i c , 
s i n g i n g , d r a w i n g , dancing, and the modern languages, to 
d e s e r v e the w o r d , s h e must possess a certain something in 
h e r air and manner of walking, the tone of her v o i c e , her 
a d d r e s s and expression.“ Darcy adds the final addendum, she 
m u s t also improve her mind with 、、extensive reading" (32-3) • 
A m u s e d b y these severe standards for the qualities of w o m e n , 
E l i z a b e t h cannot agree with them. She disdains Darcy and 
insinuates that he is too demanding: 、、I never saw such a w o m a n . 
I n e v e r saw such capacity, and taste, and application and 
e l e g a n c e , as you describe united" (33). Her objection does 
not come from her own incompetence in comparison with those 
q u a l i f i e d y o u n g ladies； it is the rigidity of the convention 
itself w h i c h is repulsive to Elizabeth. She does not defend 
herself from this judgement but she ironically points out 
the i m p o s s i b i l i t y of finding such a w o m a n . 
A u s t e n uses the conventional ideal of the accomplished 
w o m a n as a foil to her truly talented heroine and her v e r y 
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real qualities. Elizabeth is considered as a mixture of 
''conceit and impertinence" (43) , by Miss Bingley and although 
this accusation is accurate to some extent, it also proves 
that Miss Bingley is too influenced by the pervading 
patriarchal assumptions. Austen's Elizabeth can see hidden 
agendas behind the patriarchal facade. She feels shameful 
for Charlotte as who married for social upheaval and considers 
Charlotte as the wife of Mr. Collins, a most 、、humiliating 
picture！“ (101). Elizabeth has no intention of becoming 
acquainted with the upper class as she observes that people 
in society, especially aristocratic society, are 
indoctrinated by the social constraints placed upon women . 
When Lady Catherine de Bourgh inquires after her family 
background, she feels "all the impertinence of her questions" 
(129). To Elizabeth, Lady Catherine's insistence on 
preserving the social rank and the traditional ideal of women 
is insolent . Not only do the aristocrats, like Lady Catherine, 
accept the unfair restrictions enforced on females, but they 
also internalize and propagandize these ideas . Understanding 
this social game, Elizabeth chooses another way of survival 
- t o do everything in her own way. She does not need to veil 
her true self with a facade and she believes her true self 
can grant her a suitable lover. This underscores the qualities 
that Elizabeth has but the others do not approve of: her 
intellectual acuity, and her gallantry in speaking her 
o p i n i o n s . 
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In the 1940 MGM film, Elizabeth(Garson) is also able 
to make sensible comments about society, but lacks the depth 
of social observance of the novel's heroine. In the Meryton 
Assembly ball, where Elizabeth is dancing with Wickham, they 
talk about Darcy's manners. Elizabeth detests Darcy's 
impoliteness in treating her as a social inferior and she 
proclaims: ''Those London fashions we don't admire. “ She is 
able to insert her understanding of the world into her 
castigations . Nonetheless, the director leaves her no room 
for demonstrating her atypical social awareness social 
construction. Garson appears quite shallow, not being able 
to see through the surface of a subject. 
Yet, in MGM's Pride and Prejudice, the director has used 
a special treatment of mise-en-scene and inserts new dialogue 
as a supplement to show the social background and the class 
barrier to this romance. The class distinction of a 
traditionally hierarchical society is vivid in the costumes 
of the characters. Miss Bingley's entrance to the Assembly 
ballroom in her extravagant black dress, which is an unlikely 
colour for a young single woman to wear to a ball during the 
early nineteenth century(Parrill 55), shows a dramatic 
contrast to the white dresses of the girls in the ballroom. 
Miss Bingley's dress is modern and is very elegant with its 
sparkling diamond decorations. In addition to this 
distinction of dresses, Darcy's dialogue also demonstrates 
a class difference between him and Elizabeth. In replying 
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to M r . Bingley's invitation to dance with Elizabeth, he 
accentuates his superiority as an aristocrat, 、、〇h, she's 
tolerable enough. But I'm in no humour tonight to give 
consequence to the middle classes at play. “ Besides Mr. Darcy, 
the snobbish Miss Bingley also makes scornful remarks about 
the lower class at the Netherfield garden party. Being a 
hostess, she stands on top of the stairs and talks to Darcy 
when she looks at the participants in the party. She speaks 
of "entertaining the rustics" and sneers at the participants: 
"any childish game seems to amuse them excessively" when the 
camera shows the people in a low angle shot. The physical 
distance and the level of the two classes are shown in contrast ： 
the upper class is in the foreground and on the stairs and 
the lower class is on the lawn and in the background. 
Leonard also shows that the heroine does not fit into 
upper class society by her framing and the space where she 
stands. In the first part of the film, Elizabeth and Darcy 
seldom stand on the same equal level ： most of the time 
Elizabeth sits while Darcy stands. Within the same frame, 
Elizabeth is often in a lower position than Mr. Darcy. From 
the level of their posture, we understand the difference in 
their social status. In Mr. Darcy's first proposal sequence, 
the class difference is obvious as the director uses framing 
to visualize the characters' internal conflicts. Not waiting 
until Darcy finishes the account for his condescension in 
the marriage, Elizabeth cannot control her emotion and stands 
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up with indignation. As she is standing in front of the window, 
in one medium shot, the camera keeps her face in the window 
frame . She is as if blocked in the frame and helplessly trapped 
in her family situation. Their verbal fight continues, as 
they walk around the room exchanging their positions. 
Elizabeth tries to revolt against the charges and she walks 
near the door. This time the camera has changed its position 
and Darcy is locked in the window frame. Under Elizabeth's 
condemnation, Mr. Darcy is blocked in his supercilious pride. 
The camera movement in this confrontation sequence shows the 
both the verbal and invisible conflicts between the couple. 
They are both too occupied and blinded by their pride and 
prejudice. It is only after the second proposal that the 
physical distance between them is shortened. 
In the BBC version, Langton demonstrates Elizabeth's 
observance in her acting and her look which always carries 
a meaning reflecting her unexpressed inner thoughts and 
feeling. Similar to Elizabeth in the novel, Jennifer Ehle 
is able to exercise her demureness and affability and to 
indicate her feelings and emotions when necessary. On her 
first meeting with Wickham, Ehle's facial expression shows 
a great curiosity to know about the relationship between M r . 
Wickham and M r . Darcy when she observes the cold manner of 
their greeting. She can sense the unfriendly relationship 
between them, but she dares not ask openly about this at their 
first meeting . In the dinner party at the Philips, Elizabeth 
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is conscious of M r . Wickham's regard for the wealthy heiress 
Miss King as the camera uses a number of Elizabeth's point 
of view shots looking at the dancing couple. Although 
Elizabeth is prejudiced, she is learning silently from her 
observation. In the visual presentation, the camera often 
provides close-ups of Elizabeth which demonstrate her 
sensitivity in her staring eyes and creased eyebrows. 
Elizabeth is often occupied with thoughts and analysis. 
In the journey to Hunsford, Langton also underscores 
Elizabeth's observance in her facial expression. At the end 
of her journey, Elizabeth has a chance to talk to Mr. Collins 
in private. The camera captures the two of them talking in 
front of a carriage where Charlotte is instructing the 
servants . The camera pans around their conversation as Mr. 
Collins expresses his gratitude for Elizabeth's visit and 
exclaims to her that he and Charlotte seem to be ''designed 
for each other.“ After hearing this ridiculous statement, 
Elizabeth turns her head to Charlotte and looks at her 
meaningfully. In another shot, Charlotte turns to Elizabeth 
and she looks like she has no idea what the two of them are 
talking about. When the camera turns back to Elizabeth, she 
blinks with a doubtful look as she realizes the irony of M r . 
Collins's claim, but she only wishes Charlotte to be happy. 
Elizabeth can see through people's words and understands the 
real situation of people's relationship but she chooses to 
be silent, not interrupting their superficial serenity. This 
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couple is mismatched like her parents and Elizabeth is also 
aware of the incongruity of them but she could only feel pity 
for them. 
In the flashback in which Elizabeth imagines how M r . 
Darcy and Miss Bingley persuade Mr. Bingley of the impropriety 
of a marriage between him and Jane, the special camera 
arrangement also indicates Elizabeth's social observance of 
class distinction. Upon reading the letter written by Mr. 
Darcy, revealing his responsibility for separating Jane and 
M r . Bingley, the camera shows a superimposition of the 
argument in Netherfield . Soon after the Meryton ball, Mr. 
Bingley has developed an attraction for Jane and is quite 
unaware of the consequences that the marriage will bring to 
his family. The camera uses special angles to show the 
disparity of the two forces. The three opponents - Mr. Darcy, 
Miss Bingley and Mrs. Hurst - are standing in front of M r . 
Bingley, whereas Mr . Bingley is sitting alone on a couch at 
the corner of the room. In the high angle shot, the three 
opponents are standing and surrounding Mr. Bingley while they 
are dissuading and forcing him to forget Jane. Their faces 
occupying the camera border are enlarged and authoritative 
in the high angle shot, while in the reserve-shot, Mr. Bingley 
looks powerless , sitting on the couch in the low angle shot. 
Even though in this flashback we are not able to listen to 
the conversation, as the images are during a voice-over of 
D a r c y reading his letter aloud, it clearly inferable that 
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they are talking to M r . Bingley about Jane. From this special 
treatment of angles, we can see that the director tries to 
dramatize the conflicts between the two classes in 
Elizabeth's m i n d . 
Wit 
A s 工 have mentioned in the previous chapter, one of the 
reasons why Elizabeth is memorable is that she has a highly 
distinctive quality of wit which is expressed in her dialogue . 
A u s t e n ' s Elizabeth is reputed as the ''quickest" and most 
sensible among the Bennet girls. M r . Darcy is drawn to the 
、、：Liveliness of your (her) mind" and her quick wit (293) , and 
is fascinated by the ""mixture of sweetness and archness in 
her m a n n e r which made it difficult for her to affront anybody" 
(43) . Elizabeth is alert to social language and how people 
socialize amongst her acquaintance and is able to apply her 
o b s e r v a t i o n to her sarcastic judgement in teasing p e o p l e . 
Presuming D a r c y is a proud person, who enjoys disdaining 
p e o p l e on every occasion, Elizabeth picks her words v e r y 
c a r e f u l l y so as to avoid being despised and to defend herself 
against Darcy's pride by adopting his tone of speaking. In 
replying to Darcy's invitation to dance, she refuses him after 
a moment of contemplation, "...You wanted me, I know, to say 
、yes, ‘ that you might have the pleasure of despising my taste； 
but I always delight in overthrowing those kind of schemes, 
and cheating a person of their premeditated contempt" (42) • 
She is able to utilize the method of thinking of Darcy to 
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respond to him in a way that is far from Darcy's expectation. 
In the novel, Elizabeth knows how to skilfully insinuate 
in her use of metaphors . In Elizabeth's residence at Hunsford, 
she is appraised by Colonel Fitzwilliam for her music sense 
when she plays the pianoforte； while she plays she receives 
Darcy's approach to her as a form of deliberate intimidation 
of h e r . She is not frightened in any way and continues to 
express her judgement of Darcy's pride in the corrversation 
with Colonel Fitzwilliam. Her enquiry of Darcy's pride is 
made but she is unsatisfied with the answer that Darcy is 
"ill qualified to recommend himself to strangers" (137) • She 
n i m b l y applies Lady Catherine's recommendation about her 
p i a n o playing skill to M r . Darcy's socializing skill and says 
that it is M r . Darcy's fault for not making the effort to 
p r a c t i s e , in the rare way that she is too lazy practise playing 
the p i a n o . After finding out the true nature of M r . Wickham, 
she tactfully conceals her knowledge. In chapter 52, when 
the married couple, M r . and Mrs . Wickham come to visit the 
B e n n e t s , Elizabeth does not let Wickham indulge in slander 
of M r . D a r c y . On one hand, she appears very friendly 
conversing with Wickham; but on the other hand she also 
indicates her knowledge of Wickham's past by pointing out 
his false ambition in wanting to be a clergyman. She 
successful stops Wickham to go further and reminds Wickham 
of their new relationship. 
The 1940 Elizabeth also demonstrates confidence and 
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b o l d n e s s in her active conversations with other characters . 
W h e n e v e r she talks, she is able to give critical comments 
on a n y occasion with her sensitive appraisal of people's 
c h a r a c t e r . In replying to Bingley's appraisal of Elizabeth, 
D a r c y regards Elizabeth as 、、a provincial lady with a lively 
wit.“ In addition to the scene where Elizabeth eloquently 
r e s p o n d s to Lady Catherine's disapproval of her family 
b a c k g r o u n d , the one where she turns down M r . Collins's 
p r o p o s a l , and the scene where she has a direct confrontation 
w i t h M r . D a r c y at his first proposal , Leonard also adds many-
lines for the actress Greer Garson to exhibit her witty acting 
s t y l e . W h e n Jane is invited to Netherf ield by Miss Bingley, 
M r s . Bennet suggests to Jane that she should laugh at the 
g e n t l e m e n ' s jokes; M r . Bennet amends this, 、、even though it's 
a b a d joke； “ and immediately Elizabeth follows, 、、especially 
if it' s a b a d one . “ Her elaboration of her parents ‘ suggestion 
r e v e a l s that her wit is beyond both of them. Upon meeting 
L a d y C a t h e r i n e in Rosings, Darcy gently apologizes for Lady 
C a t h e r i n e ' s hostile enquiries, but Elizabeth teases him 
s a r c a s t i c a l l y , 、、Having already met you, 工 was happily 
p r e p a r e d for your aunt's manner.“ Her abrupt answer turns 
D a r c y m u t e . A l t h o u g h many parts of the story are omitted, 
the two hours movie has summarized the wit of Elizabeth into 
s e v e r a l m u t a t e d dialogues, but the vibrancy of the character 
is w e a k e n e d . 
In the 1995 v e r s i o n , Langton transforms some of the 
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letters in the novel into real scenarios so as to enable 
Elizabeth to give witty comments directly in her acting. In 
the film, instead of writing a letter, Mr. Collins comes 
p e r s o n a l l y to Longbourn to condole the discredit of Lydia's 
elopement . Elizabeth exhibits great eagerness in sending off 
this unwelcome visitor, as both Elizabeth and Jane stand up 
frequently when M r . Collins finishes his sentences , Elizabeth 
reminds Collins that being a clergyman, who is "so fortunate 
as to enjoy the condescension and patronage of Lady 
Catherine, " it is 、、unwise to stay any longer" in their house. 
It is not until he hears the high regard of Lady Catherine 
being mentioned by Elizabeth that M r . Collins leaves the house . 
Her effective communication always grants power to control 
a situation. With such wit in conversation, Elizabeth seldom 
shows contentment in front of Mr. Darcy which make Mr. Darcy 
laud the worthiness of Elizabeth's appraisal and approval： 
"Your good opinion is rarely bestowed and therefore more worth 
the hearing.“ Unlike Jane, Elizabeth is critical in her 
judgement and attentive to the things which happen around 
h e r . 
In the BBC versions, because of Elizabeth's wit and 
observant qualities, she is able to protect her friends from 
injury. At her first meeting with Miss Darcy in Pemberley, 
she rescues Georgians when Miss Bingley mentions the name 
of W i c k h a m . Intending to irritate Elizabeth, Miss Bingley 
inquires after Wickham's health. The camera shows that 
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Georgiana is disturbed by overhearing Wickham's name and she 
breaks off from her piano playing. At once, Darcy looks 
anxious and ref lexively stands up, wanting to go to Georgiana. 
At the same time, Elizabeth immediately returns to Georgiana, 
asking Georgiana's forgiveness for neglecting her and not 
turning pages for her. After settling the disturbance, Darcy 
and Elizabeth exchange a meaningful and sweet smile. Without 
letting out what has happened to Miss Darcy, Elizabeth manages 
well in saving Miss Darcy from discomfiture. In this vigorous 
editing of shots, the observant and witty Elizabeth has taken 
Darcy's role of looking after Darcy's sister. 
Moral persistence 
Elizabeth's does not possess the qualities of the 
socially elevated, accomplished ladies； yet, her moral 
persistence enables her to rise above her class background. 
N e g l e c t i n g social ritual, she insists on walking all the way 
to visit her sick sister. Her improper conduct should not 
be condemned, as her caring for her sister is more essential 
than her reputation for propriety. In addition to sibling 
love, Elizabeth also preserves her moral persistence in 
choosing her husband . Being one of the B e n n e t f i v e daughters 
whose property is entailed to their relative, Elizabeth 
realizes that it is crucial for one of them to marry well . 
She understands the limited nature of their choice because 
M e r y t o n is cursed with the "scarcity of gentlemen" (11) • Many 
of the women, like Mary and Charlotte, will only sit in the 
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ballroom without any chance to dance. From this piece of 
information we can see the intensity of the urge of Mrs . Bennet 
and M r s . Lucas in competing to marry off their daughters. 
Unfortunately, except for beautifying themselves and trying 
to behave as attractively as possible, the women are very-
passive in most of the social events offering opportunities 
for husband hunting. They can do nothing except wait for their 
male partners to approach them. 
Elizabeth is aware of the shortage of men in society 
and the urgent need of the family to seek financial support. 
Nevertheless, she still remains sensible and depends on her 
feeling as well as her practicality in looking for her future 
husband. Elizabeth does not agree with Charlotte that a girl 
should、、show more affection than she feels" (19) , as she 
thinks it too calculating to design any plan for securing 
a marriage. To Elizabeth, finding a suitable partner requires 
a long process of observation and study and involves both 
sense and sensibility. It is not sensible for a woman to show 
her affection before the man takes any action. Moreover, she 
cannot accept that Charlotte marries for money solely, as 
she thinks this is a denial of the sacrosanct nature of 
m a r r i a g e . She has a chance to be married with Mr. Collins 
or the proud Darcy so as to keep her family estate and be 
rich, but she will not do so. On the other hand, Elizabeth 
also disagrees with Lydia's flightiness in giving way 
completely to passion. She thinks true love must end in 
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marriage. Elizabeth is able to maintain a balance between 
her sense and her sensibility. She has the modern women's 
mentality as she will not sacrifice her own happiness for 
the sake of her family. She insists on the importance of 
marrying for true love. 
In the 1940 version, the urge for marrying wealthy 
gentlemen is also strong in the dialogue between Mr . and Mrs. 
Bennet in the beginning sequence. Looking at his five 
unmarried daughters, Mr. Bennet keeps on saying ironically 
to her wife, 、、Perhaps we should have drowned some of them 
at birth.“ Mr. Bennet‘s remarks accentuate the urgency to 
settle his daughters in proper marriages. In the carriage 
racing sequence, early in the film, all the ladies are 
gathered in a warehouse for gossiping. Inside the shop, the 
Bennets, the Lucases and the Philips gossip about the news 
of the arrival of the rich single gentlemen - Mr. Bingley 
and M r . Darcy. The mothers boast about their daughters and 
tease each other's daughters about their beauty and intellect 
as their minds are occupied with the thought of marrying their 
daughters to one of the gentlemen. After this hypocritical 
conversation, all the parties rush out from the shop and get 
in their carriages to get back home as quickly as possible 
and the carriage race begins. They are afraid that the 
friendship with the new comers will be missed if the other 
family takes the initiative. In this carriage race, the social 
contest over establishing an acquaintance with and a 
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connection to the upper class is presented visually, although 
there is no such incident in the novel. 
Leonard's Elizabeth shows little moral persistence in 
choosing her partner as she is reluctant to be married and 
never talks about her marriage or Jane‘s in the film. Garson 
reflects the modern feminist advocacy of being single and 
independent. Satisfied with being single, Garson shows no 
interest in looking for a relationship or a settlement and 
she can enjoy herself in any social occasion. The charming, 
handsome and flirtatious Wickham cannot draw her attraction. 
It is not until the garden party in Netherfield that her 
physical attraction towards Mr. Darcy grows. In this 
additional sequence, Mr. Darcy discovers Elizabeth in the 
garden weeping over Miss Bingley's mockery of her family. 
M r . Darcy is all kindness when he consoles the sobbing 
Elizabeth with encouraging and supportive comfort. He offers 
a new start for the friendship with Elizabeth, and Elizabeth 
is astonished and thankful to him. She is happy with the new 
friendship which seems nothing more than just friendship. 
Therefore there is a strong sense of unnaturalness when 
Elizabeth suddenly declares her love of Darcy to Jane. 
The reluctance of Elizabeth to be married weakens the 
moral persistence in her personality. Elizabeth's rejection 
of M r . Collins's proposal is not only because of the nature 
of M r . Collins, but her disinclination to be married is also 
a major reason for her refusal. The psychological conflicts 
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inside Elizabeth are unclear because there is no explanation 
of the growth of attraction of Darcy to her in the film. 
Cutting out chapters 35 to 50, the movie jumps from the first 
proposal of Darcy immediately to Elizabeth's return to 
Longbourn and receiving the news of Lydia's elopement. Then, 
instead of writing Elizabeth a letter to explain Wickham's 
charge on him, Darcy goes to Longbourn himself to unveil 
Wickham's past. It seems like Darcy's going to Elizabeth is 
out of sympathy for the Bennet s' family misfortune • Soon after 
Elizabeth heard of Darcy's explanation, Elizabeth abruptly 
changes her mind , Watching Darcy leaving, she is suddenly 
filled with passion and declares to Jane her affection towards 
D a r c y . There is thus no reasonable validation of either 
Darcy's or Elizabeth's sudden change of mind from hatred to 
affection. The unnaturalness of the change in Elizabeth is 
unexplained which makes her acceptance of Darcy's second 
proposal seem like a return of Darcy's kindness. The 
limitation of the length of the movie gently alters the 
journey to self-discovery and self-development of the 
original story. Neither Darcy nor Elizabeth seem to changed 
through the film and they appear impulsive. The missing 
information leaves a large gap for audience to fill up 
themselves . 
In the BBC version, Elizabeth demonstrates her moral 
persistence in her intimate talk with Jane. The director 
purposely singles them out as a separate part of the Bennet 
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family and lets them exchange their ideas in their private 
conservation in the bedroom. The sibling love is intense in 
the visual presentation as Elizabeth often kisses Jane and 
p r a i s e s her beauty after studying her face. Therefore, the 
audience can understand the uneasiness that she feels when 
she hears of Jane‘s sickness. At the beginning of the visual 
p r e s e n t a t i o n , it is clear that Elizabeth elucidates her 
u n d e r s tanding of the practicality of marriage which is a way 
to raise their fortune but she is determined that、、only the 
deepest love will induce me (her) into matrimony •〃 Ehle shows 
a look of meditation and announces that she is prepared to 
"end an old maid," if she cannot find a sensible man to love. 
In the last episode, when she receives the news of Lydia's 
e l o p e m e n t , in dismay, she blames herself for not disclosing 
the infamous history of VJickihain earlier. After Lydia's 
imprudent act is discovered, M r . Collins comes offensively 
to teach them to give up searching for Lydia and to declare 
an end to their relationship with this notorious sister. 
Thought Elizabeth knows that Collins' advice is practical 
in retaining their family reputation, she does not accept 
his cruel suggestion. Lydia's elopement will probably ruin 
the m a r r i a g e opportunities for all the other Bennets' 
daughters； y e t , Elizabeth is willing to jeopardize her future 
m a r r i a g e and turns down M r . Collins' insolent solution. 
C o m p a r e d with M r . Collins ‘ s self-centred and practical advice, 
E l i z a b e t h commits herself deeply to her family as she 
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treasures the family unity. 
Incompetence 
The heroine Elizabeth in all the versions of Pride and 
Prejudice is very lovable but she has one major flaw of 
p r e j u d i c e . In the treatment of Elizabeth's prejudice, the 
two film adaptations simply extract most of the stunning 
dialogue of Elizabeth and let her actresses perform naturally 
this quality. The MGM version not only lets Garson act out 
her prejudice, the director also lets Darcy point it out 
v e r b a l l y . About halfway through the film, Elizabeth and Darcy 
starts getting closer in the Garden party, Elizabeth tells 
Darcy,、、At this moment it's difficult to believe that you're 
so proud," and she replies, 、、At this moment it's difficult 
to believe that you‘re so prejudiced." The cinematic 
treatment has shown what Austen implies in the novel. This 
v e r b a l exchange underscores the imperfection of Elizabeth 
and the central theme of the film. 
Apart from prejudice, the other characters in the novel 
might consider Elizabeth impertinent due to her lack of a 
number of conventionally valued skills, but ironically, this 
is what distinguishes Elizabeth from the other women in her 
s o c i e t y . Like many of Austen's heroines, Elizabeth is not 
a w o m a n restricted to the socially constructed virtues of 
the ''accomplished" women； she can neither ride a horse nor 
draw (27, 129) . Her pianoforte playing skill is not as good 
as Miss Darcy, and Lady Catherine de Bourgh recommends her 
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to practise more (138). To the snobbish Lady Catherine de 
Bourgh and Miss Bingley, Elizabeth is incompatible with their 
social circle. In the novel, Mrs. Bennet warns Elizabeth of 
her 、、wild〃 manner as she converses with Mr. Bingley, and Lady 
Catherine is shocked at Elizabeth's keenness to express her 
opinions . In Austen's time, women were encouraged to remain 
silent and to flatter rather than tell the truth, as can be 
seen from Caroline Bingley's behaviour. Therefore, 
Elizabeth's social ''limitations" are considered as 
imprudence in the eyes of the upper class. 
The heroine of the MGM version demonstrates a natural 
quality of imprudence in Elizabeth's lack in decorum. It is 
true that Elizabeth is lively in the novel, but Leonard has 
exaggerated her vivacity and has overlooked her appropriate 
demureness . The wildness of Garson sometimes makes it hard 
for people to believe that she is Austen's heroine. Many of 
Garson's gestures are deficient in politeness as well as 
m o d e s t y . Garson sneezes loudly in the presence of Jane and 
she dares undress herself near the windows while she is 
talking to Charlotte in Hunsfords. Garson displays her 
physical complacency as she often looks slightly upwards in 
every medium shot when she converses with Darcy. She appears 
more proud and wild than prejudiced. In the Assembly ball, 
Garson plays up to Darcy's critical judgement of her, as she 
behaves in front of Charlotte in a boyish manner with a 
spontaneous swinging of her fan. This is not the only time 
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she behaves conceitedly； in the film, she always swings her 
handbag or fans when she speaks. In another scene when Mr. 
Collins obsequiously praises his patroness Lady Catherine 
de Bourgh and offers patronizingly to marry one of Mrs . 
Bennet‘s daughters, Elizabeth strikes an odd note on a harp. 
Her feeling towards M r . Collins is immediately clear. With 
everyone laughing at the weird music, the atmosphere of the 
room becomes funny due to Elizabeth's deliberate acoustic 
d i s t u r b a n c e . 
The dramatic actions of Leonard's Elizabeth reflect her 
lack of constraints and there is an absence of control in 
her manner of speaking, especially in the first part of the 
film. During a dance with M r . Wickham in the Assembly ball, 
Elizabeth talks about the first impression of meeting this 
new acquaintance . Not having completed her sentence, 
Elizabeth changes to another partner in a few dancing steps 
and when she returns, she has completely forgotten the 
p r e v i o u s conversation with Wickham. She replies nonchalantly 
in a rising tone, 、、〇h, y e s . I'm sorry. I forgot ！ “ Her answer 
and her tone show no apologetic feeling； her attitude reflects 
her imprudence. In the same ball, Elizabeth observes to an 
officer that Miss Bingley must be engaged to M r . Darcy, for 
she cannot think of any other reason why Miss Bingley is eager 
to dance with such a 、、boring person. “ At this moment, she 
has no knowledge of the personality of either Miss Bingley 
or D a r c y , but she is eager to elucidate her own assumption. 
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She does not seem to think seriously before she talks and 
does not care about the consequences of letting out her w o r d s . 
Even in the later part of the film after the realization of 
h e r imperfections, Garson's change in personality is not 
g r e a t . Leonard's heroine does not exhibit the subtlety and 
d e c o r u m of Austen's Elizabeth. 
In the MGM version, all the characters have a strong 
t e n d e n c y to indecorum in the dramatization and exaggeration 
of their b o d y movements and g e s t u r e s . Like Garson, the other 
c h a r a c t e r s also behave without appropriate restraints ： even 
the ingenuous Jane and the elegant Lady Catherine de Bourgh 
act in this w a y . Jane is flirtatious when she keeps batting 
her eyelashes and insists on showing her beautiful profile 
to M r . B i n g l e y during her stay in Netherf ield. She is also 
d e l i g h t e d b y her mother's malicious suggestion of riding in 
the h e a v y rain so as to keep company with the Bingleys for 
a few days m o r e . Lady Catherine de Bourgh is motherly when 
she comes to Longbourn as the ambassador of Darcy and 
c o n g r a t u l a t e s D a r c y on finding Elizabeth as his future b r i d e . 
In h e r arrival at Longbourn, she is no longer authoritative 
and looks p a r t i c u l a r l y ridiculous when she sits on a music 
b o x h i d i n g in the couch . The characters in the MGM version 
d e v i a t e from what is considered proper and reticent in 
p r e s e n t i n g the society of the 、、old England； “ it is very 
u n l i k e l y that people would behave in such w a y in Austen's 
t i m e . Some people find the changes unacceptable as it wounds 
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the artistic seriousness of the novel. ^^ However, it might 
serve perfectly one of the functions of films - to entertain 
the audience with funny acting and jokes. 
In the process of learning, Elizabeth's flightiness 
takes on a major role in showing her development of a mature 
m i n d , so we can see the change in her behaviour from the 
beginning to the end of the 1995 film for television-series 
v e r s i o n . In the BBC version, the director uses a modern view 
to interpret the text, and to some extent Ehle's conversations 
and manner show a small degree of imprudence, similar to the 
1940 v e r s i o n . In the novel, Elizabeth is interested in 
eixpressing her opinions,- similarly in the 1995 version, her 
eagerness to take part in conversation is shown by the speed 
of her responses . Conversing with Lady Catherine, she shows 
no hesitation in responding and sometimes she does not even 
wait until Lady Catherine finishes her words but interrupts 
her in the middle of a sentence. In the visual narrative, 
Ehle is similarly active in initiating an attachment with 
M r . Wickham： in one scene, she meets him in Meryton after 
the Netherf ield ball and invites him to have tea with her 
family. While at dinner with the Philips, she holds his hand 
and signals him to dance with her. After the first encounter 
w i t h Wickham in Meryton, she is already attracted by his 
handsomeness . In the family dinner at the Philips, she listens 
to Wickham's exposure of Darcy's withdrawal of his father's 
bequest with great enthusiasm and the bond with him is formed 
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from that dinner. Elizabeth declares to Jane that she likes 
M r . Wickham very much in their private talk when she returns 
h o m e . Deviating from the sensible Elizabeth in the novel, 
it is Jane who cautions Elizabeth not to engage in such an 
imprudent affection upon so short an acquaintance with a 
person whom she barely knows. 
Elizabeth's affection for Wickham is also demonstrated 
visually as she pays much attention in decorating herself 
before going to the Netherf ield ball. Langton elaborates upon 
the descriptions of Elizabeth's desire to dance with Wickham 
and uses the visual aids to express her psychological desires . 
Ehle's hair-style is noticeably different from the other 
balls , as she put on ornaments, jewels, and lace on her hair, 
and wears a different dress. Once she enters the hall, she 
looks around the room in search of Wickham's presence, with 
great expectation of dancing with him. Her preference for 
Wickham is so obvious that even Lydia will remind her of it 
in mockery. Lydia twice warns Elizabeth not to 、、：keep" Wickham 
to herself . In another scene, when Elizabeth returns to 
Longbourn after the visit to Hunsford, Lydia shares with 
Elizabeth a piece of news about the removal of the militia 
regiment . Lydia and Kitty look roguish as they stress that 
Elizabeth will love the news about a、、certain person we know,“ 
and Kitty is naughty enough to say、、I want to see if she 
blushes.“ They are making fun of Elizabeth because 
Elizabeth's attention to Wickham has become public as she 
82 
has let her affection be known openly. This differs from the 
novel in which Elizabeth declares, upon Mrs. Gardiners's 
caution, that she will be sensible enough to prevent herself 
falling in love with Wickham (114-5). 
Conclusion 
Studies of the relationship between Jane Austen's novels 
and their visual presentations have become widespread in 
recent years after the success at the box office of some films • 
In this chapter, I have tried to analyze some differences 
between the written and the visual narratives in their shaping 
of the major qualities of the heroine, Elizabeth. In the film 
and TV adaptation Elizabeth is still lively, observant, witty 
and moral； however, she has been reduced to a more common 
girl who is prejudiced and imprudent. In this chapter the 
change in the characterization is only part of the whole 
picture of the trend of her evolution. It is just to say that 
while the adaptations have preserved the major 
characteristics of Jane Austen's heroine, they still diverge 
from the novel in significant ways. With the help of sound 
elements and special editing techniques, the film versions 
of Pride and Prejudice add colour to the novel. 
There are other elements which also help the visual 
narrative to establish a certain mood, such as music. Music 
is especially effective in portraying the romance of M r . Darcy 
and E l i z a b e t h . The relationship between the main characters 
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is established at the balls in Hertfordshire and the music 
functions as a transition for the change of their attitudes 
towards each other. Both the directors establish a forecast 
of each character's first impression at these events unified 
b y dance and music and by the camera movements within a frame ： 
dolly, crane, track and pan shots. Moreover, by using the 
panoramic and establishing shots, especially in the BBC 
product ion, the films find a replacement for the alternation 
between、、scene〃 and ''summary"^^ of the written narrative and 
economically present the details of some descriptions. 
In the MGM version, the deletion of events is obvious 
as it drops peripheral characters, such as Mr. Gardiners and 
M r s . Gardiners, and tightens the story line with some 
alterations and combinations of passages. The transitions 
b e t w e e n scenes and characters are inevitably unnatural in 
the alternations . It is odd in the opening scene where M r . 
D a r c y changes from criticizing Elizabeth to admiring her . 
The change is too sudden without evidence to support it• 
N e v e r t h e l e s s , Bluestone suggests that the dance paradigm 
links the narration together, which is similar to a visual 
equivalent to the written narratives (127) . The MGM film 
merges a number of balls and dinners into two social events： 
the A s s e m b l y ball and the garden party in Netherfield. 
Compared with the MGM version, the BBC production 
creates a more perceptive and authentic sense of the novel, 
but it also adds some minor scenes though it does not alter 
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much of the plot. The attention to the physical details of 
exterior and interior settings and customs effectively 
project what seems to be Austen's world. Due to the titling 
and craning of the camera, the outdoor scenes provide a strong 
sense of location. The careful selection of buildings 
represents the personalities of the characters living inside. 
The colour of the film alters in different seasons, which 
makes the passage of time vivid. As the BBC sequel has much 
more time to elaborate the story, the transition of the 
realization and growth of Elizabeth is plausible and smoothly 
presented in Ehle's acting. By the acting of the characters, 
we can see the growth of the attachment between Darcy and 
Elizabeth in their meaningful exchanges of looks. Both of 
the visual presentations communicate directly to the audience 
something significantly similar to the emotions felt by 
readers of Pride and Prejudice. 
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Chapter Three 
The Image of Bridget Jones in 
Bridget Jones,s Diary and Its Film Adaptation 
、、Single girls like me with their own incomes and homes who 
have lots of fun and don't need to wash anyone else's socks." 
Sharon, Bridget Jones's Diary 
The large gap between the production periods of the two 
versions of Pride and Prejudice is responsible for the 
discrepancy between the accounts of the heroine Elizabeth 
B e n n e t . Yet, the short distance in the production times of 
the two versions of Bridget Jones ‘ s Diary does not guarantee 
the film to be a direct adaptation of its novel. When comparing 
the two versions of Bridget Jones's Diary, there seems to 
be no specific connection with Pride and Prejudice. 
Nevertheless , considering the two versions of Bridget Jones ‘ s 
Diary as a part of the progressive change of Pride and 
Prejudice, these two entities play an important role. The 
image of Bridget Jones has indeed been transformed in the 
film that just as the image of Elizabeth Bennet has been 
changed in the two media versions of Pride and Prejudice. 
Both the written and visual narratives of Bridget Jones's 
Diary show the stereotypical qualities of the heroine, 
especially in her shortcomings, but differ in showing her 
outstanding qualities because of the limitation of each 
narrative form. In both media, what makes the heroine stand 
out is her social observation, her sensitivity to cultural 
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construction and her ingenuousness in exposing her weaknesses . 
Yet to preserve the humour and the consistency of the story, 
the film director has deleted much of the appraisable 
perspicacity of the heroine, leaving out her self-assertive 
social judgement and reducing her to an honest, ignorant and 
everyday girl. Clearly, the tendency of film to reduce the 
complexity of a novel's heroine is a tendency that remains 
constant . 
Transcending and modifying the plot of Pride and 
Prejudice, Helen Fielding has inserted her satire of modern 
human relationships into the story of a woman's quest for 
married happiness and has placed it in a twentieth century 
setting. Bridget Jones‘s Diary first appeared as a column 
in the Independent on 28 February, 1995 and was later moved 
to the Telegraph in 1997. Not until 1996 was the hardback 
copy of the book published in the UK and in 1998 it travelled 
to the USA and other countries around the world in different 
translations . The story of the novel, slightly different from 
the newspaper column, is structured based on the plot of one 
of Fielding's favourite novels, Pride and Prejudice . Fielding 
had a difficult time when she was invited to write a screenplay 
for the film adaptation of her book. With the assistance of 
her friends Andrew Davis and Richard Curtis, who is the 
internationally reputable screenwriter for Four Weddings and 
a Funeral (1994), Netting Hill (1999) and the director and 
screenwriter for Love Actually (2003) , the script for the 
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film v e r s i o n of Bridget Jones‘s Diary was finished around 
the time she launched her third novel - Bridget Jones ： The 
Edge of Reason (1999). In 2001, the screening of the film 
v e r s i o n of Bridget Jones's Diary created a large impact among 
m e n and women all over the world and within ten days of 
screening it was ranked number one at the box office. ^ ^ 
If in Jane Austen's time, readers were interested in 
the adventures of young marriageable women in their twenties, 
in the age of post_feminism, single women in their thirties 
have become a major topic discussed in different media, 
including novels , movies, television and magazines . On the 
one h a n d , some feminist critics refer to this as a golden 
time for independently revaluating females‘ literary works 
and p r o m o t i n g female experience as the source of an autonomous 
art, extending the feminist analysis of culture to the forms 
and techniques of literature (Powers 10-1) . On the other hand, 
some feminism opponents, like Phyllis Schlafly, might call 
the late twentieth century an age of post-feminism in which 
w o m e n from different social sectors express their frustration 
w i t h the feminist movement . ^^ Undoubtedly, Bridget Jones‘s 
D i a r y is a female literary work promoting female experience； 
h o w e v e r the heroine‘s living style reminds us of the anguish 
of w o m e n in the post-feminist age. Despite the controversy, 
p e o p l e enjoy hearing about and discussing women's life in 
s o c i e t y which is the key to Bridget Jones's Diary's success. 
A s we saw in Chapter One, Bridget Jones, the heroine 
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of Bridget Jones's Diary is inferior to Elizabeth Bennet in 
many aspects, especially in her intellectual acuity. Yet, 
although Bridget always appears ridiculous and vulnerable, 
she has her own charm as a modern woman. In the film, Mark 
Darcy's expression of admiration for Bridget Jones gives a 
fairly accurate picture of her -、、there are elements of the 
ridiculous about you. Your mother is pretty interesting. And 
you really are an appallingly bad public speaker. And you 
tend to let whatever is in your head come out of your mouth 
without much consideration of the consequences.“ However, 
she is more than a stupid mindless lunatic who thirsts for 
love and sex. The two media, the film and the novel, present 
different dimensions of Bridget. In this chapter, I am going 
to analyze the changes in the image of the heroine Bridget 
Jones in the conversion from the written narrative to the 
visual medium, a discussion that parallels Chapter Two's 
comparative analysis of the transformation of Elizabeth 
B e n n e t . 
Physical appearance 
As did Jane Austen with Elizabeth Bennet, Fielding 
deliberately downplays the physicality of Bridget, not even 
divulging her exact age. Not only does she want to avoid the 
fossilization of her heroine, which allows a larger 
flexibility in creative space, but she also wants to 
foreground how permanently smitten with daily trivia Bridget 
is . The readers know that she is a chain-smoker in her thirties 
89 
who exercises tight control of her weight and is in search 
of a steady boyfriend, but they have no access to any obj ective 
p h y s i c a l particulars about Bridget. Constructed in a diary 
format, the written narrative naturally avoids capturing the 
appearance of the heroine . In the film, by contrast, Maguire 
has used costumes , make-up, Bridget's gestures and the camera 
angles to capture the image of this ingenuous single woman . 
A s the book is written in a first person, there is a subjective 
point of view towards the obj ective feature of Bridget. Some 
h i d d e n facts are deliberate in the novel； therefore Maguire 
has to fill up the gaps with her resources and knowledge about 
a single w o m a n . In general, the presentation of the major 
theme of obsession is the same in the two media but only 
d i f f e r e n t in the matter of degree. 
In the film, despite adventitious mentions of losing 
w e i g h t and some figures about weight and cigarette units 
a p p e a r i n g as p r o p s , Bridget's body has become her weapon in 
d r a w i n g the men's attention, especially Daniel Cleaver . 
M a g u i r e carefully chooses the costumes for Bridget in 
d i f f e r e n t scenarios and blatantly visualizes her personality. 
M a g u i r e casts the Texan actress Renee Zellweger in the role 
of Bridget because of her vulnerability and malleability. 
Putting on twenty pounds before the film, Zellweger had the 
right size to put on the transparent gauze blouses, mini 
skirts and oversized pyjamas. She looks seductive, 
a d v e r t e n t l y voluptuous , remarkably sexy and sometimes plump 
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and maladroit . In the Turkey Curry Buffet scene, she looks 
hilarious with the old-fashion conservative oversized 
reddish floral vest-and-skirt combo and exclaims 、、工 was 
wearing a carpet！“ In contrast in the office, she is almost 
naked with a mini-skirt and a transparent gauze blouse with 
a sexy black bra, which contradicts her New Year's resolution. 
In this remarkably seductive dress she is just to the size. 
Stereotypical qualities： body obsession 
In the nineteenth and twentieth centuries, girls' and 
women's solicitude for the ideal of physical beauty imposed 
on them by popular culture was a national concern in all 
developed countries. Women started to embark on what the 
A m e r i c a n historian Joan Brumberg terms 、、the body project," 
measuring their self-worth by the shape of their bodies and 
shifting their focus on cultivating their virtues and 
spiritual qualities to their physical appearance and 
especially their size (Freedman 208) . The dominant force in 
society creates categories among women in items like beauty 
and age which encourages rivalry between the ideal and the 
defective (Millett 38) . Bridget is ceaselessly fighting 
against the social ideal. In the two versions of Bridget 
Jones's Diar y, the nature and the essence of the qualities 
of the heroine Bridget Jones is the same, but the presentation 
is v a s t l y different. By selective highlighting and 
d o w n p l a y i n g , both Fielding and Sharon Maguire, the director 
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of the film and a close friend of Fielding's, reveal how a 
subtle e x e r t i o n of cultural force on women in modern societies 
b e c o m e s a daily obsession . 
At the beginning of every diary entry, there is a record 
of m e a s u r e m e n t of weight , alcohol intake, cigarettes and 
c a l o r i e consumption right under the date. Fielding uses these 
little details to shape her heroine so that her readers can 
e a s i l y c o m p r e h e n d Bridget‘s blindness in her indulgence of 
d a i l y o b s e s s i o n . With these figures, we can assume that 
B r i d g e t is a chubby girl who tries too hard to be p e r f e c t . 
She is n e r v o u s when she gains four pounds in three measures 
and i m m e d i a t e l y declares a state of emergency (19,74). It 
is also interesting that she comments on her own measurement 
a n d d e m o n s t r a t e s her determination to change her bad habits ： 
8st 12, thigh circumference 18 inches, alcohol units 
3 (but V . pure sort of wine) , cigarettes 7 (but did 
not inhale) , calories 1500 (excellent), tea 0, 
coffees 3 (but made with real coffee beans therefore 
less cellulite-inducing) , total caffeine units 4. 
(183) 
The level of weight anxiety in Bridget is extreme； she 
has spent、、so m a n y years on a diet that the idea that you 
m i g h t a c t u a l l y need calories to survive has been completely 
w i p e d out of m y consciousness" (257) . If Tom, Bridget's friend, 
h a d not p o i n t e d out the importance of the body's needs, 
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Bridget would never have realized how far she has gone in 
her obsession with physical beauty. At one point, she reaches 
the target that she has set for herself； nevertheless, she 
is upset with her friends' negative comments about her 
a c h i e v e m e n t . She decides to return to intemperate consumption 
but then returns to the measuring habit again due to the fear 
of p r e g n a n c y . Restarting from the beginning, she moves all 
the w a y back to the beginning of the endless cycle. Body 
regulation originally is out of concern for health； however, 
Bridget's case has put aside the most important reason of 
b o d y regulation and neglects the importance of health. All 
she wants to do is fit herself into a culturally indoctrinated 
standard to become a beauty. This ideal twists Bridget's 
standard of health and distorts her image of the female body. 
The most playful joke on Bridget's body is a scene 
involving a fireman's pole, where her boss entrusts her with 
a live interview with an emergency service unit. She is told 
to put on a fireman's helmet and a mini-skirt and then slide 
down the pole before the interview, to create an enticing 
image for a television audience. In the establishing shot, 
the screen shows a slightly tilted angle, which captures the 
two cameras inside the shot. One camera is mounted on the 
g r o u n d and the portable one is on the shoulder of the cameraman 
right next to the pole where Bridget will slide down. When 
the signal is on and Bridget slides down the pole, the screen 
shows the image of the portable camera next to her until she 
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crashes down onto this camera. Thus the audience sees is a 
close-up of Bridget's plump bottom gradually occupying the 
whole screen. Her mini-skirt and underpants are almost 
invisible and in this close-up her bottom is enormous and 
disproportional . 
In the novel, there is also a depiction of the fireman's 
pole report but with a lesser degree of bodily humour. Instead 
of landing exactly on the portable camera, Bridget lands, 
as scheduled, 、、by the feet of the fireman I was supposed to 
interview" (223) . The novel does not mention how humiliating 
Bridget appears on the screen, but the film creates a big 
embarrassment in the corresponding scene. In the film after 
sliding down the fireman's pole Bridget indeed has no time 
to interview her interviewees but must immediately round up 
the news ： "back to the studio. “ Her uselessness and huge body 
size has turned her to the ''national laughingstock.“ 
Dail y fixation and vexation 
Not only does Bridget fret about her inability to control 
her weight, she has also submerged herself in the hysterical 
consumption of everything from cigarettes and lottery tickets 
to answer-machine messages, underpants and 1471 calls. 1471 
calls are a service of British Telecom which tells you 
instantly the number of the last person who called and the 
exact time he/she called (129). Instead of resisting this 
social practice , Bridget entirely engages herself in it. With 
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this kind of daily obsession, we can notice the effect of 
the exploitation and manipulation of the female mentality 
in popular culture. Estelle B. Freedman states that 、、by the 
1900s economies driven by marketing linked images of women 
with products that seemingly had little to do with sex" (209). 
Cormnenting on the lifestyle obsession of the 1990s, when 
lifestyle became a commodity which could be bought and 
possessed rather than an expression of personal style or 
tastes. Fielding makes fun of Bridget's self-definition. In 
fact, Fielding has dramatized Bridget ‘ s lifestyle by writing 
everything about her in order to probe the heart of this woman. 
The diary format suggests an illusion of voyeurism, looking 
at the private world . Although it is impossible to jot down 
every subtle thing which happened in a day, Fielding's 
dramatization effectively reveals the contemporary female 
p s y c h e . 
According to her Diary, Bridget spends thirty minutes 
choosing an outfit and falls into a laundry crisis every day. 
The selection of underwear displays some interesting female 
psychology with regard to their bodies. The term "laundry 
crisis" in Bridget's definition means when only "vast white 
cotton" pants are available but she considers it is ''too 
unattractive to contemplate, even for work (psychological 
damage) •〃 She prefers ''black lacy pair," over ''giant 
Mummy-pant" (92) though prickly and unsuitably small. The 
choice of the outfits is based not on its pragmatic function 
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but the sexual aspect of increasing physical attractiveness. 
For this pragmatic reason, daily trivia have a way of becoming 
c o m p l i c a t e d . In reality, no one will be able to look at your 
p a n t s , unless you purposely leave it out from your dress or 
trousers or when you have sex. Bridget explains the "major 
dilemma" of her choices in a voice over in the film, when 
she holds the two pairs of underpants in her hands. The little 
b l a c k lacy T-back will be most attractive at the crucial 
m o m e n t , which is before having sex； however, the chances of 
reaching the crucial moment will be greatly increased by-
w e a r i n g the scary stomach-holding-in mummy-pant. The above 
trivial pants crisis discloses the social phenomenon of the 
female b o d y having become a commodity and the target for 
international marketing tools. In the modern world, women's 
fashions have been standardized and categorized into 
d i f f e r e n t sizes . The size of pants and clothes represents 
an ideal of fitting into the norm. Those whose size or shape 
do not fit the standard will measure themselves against an 
impossible ideal. Because of this deficiency, women often 
go on d i e t s . 
In the credit sequence of the film, Maguire begins the 
story w i t h a visualization of the stereotypical lifestyle 
of single women in their thirties. A gloomy atmosphere is 
e s t a b l i s h e d by dim lighting； the messy lifestyle is shown 
b y the d i s l o c a t i o n of the props； the sense of loneliness 
g r a d u a l l y oozes from Bridget‘s daily mundane activities. 
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Bridget's apartment is full of untidy clothes, pants, tights 
and magazines . She dresses in oversized fancy pyjamas and 
lies on a couch as she watches the television programme 
、、Frasier. “ Then, hopefully she goes to check her answer-phone 
machine for messages and retreats to the couch once she hears 
the reply -、、！lo message. “ Her mechanical movements tell that 
these actions are daily routines. In another cut, a 
sentimental popular song 、、A11 by Myself" by Jamie O'Neal 
slowly fades in when the drunken Bridget is holding a glass 
of wine in one hand and a magazine on another, looking pitiful. 
She sings along and mimes the lyrics of the song to drown 
the voice of the radio. Her loneliness is intense when she 
moves her body dramatically as she sings the line "All by 
m y s e l f , don't wanna be. All by myself, anymore.“ The lyric 
directly reflects her sadness and her wish to have a boyfriend. 
What she has in her life are cigarettes and wine. Because 
of the dramatization and exaggeration, the stereotyping of 
a singleton's life seems entertaining. 
Outstanding qualities: social observance 
The impertinent behaviour and contradictory thoughts 
of Bridget's personality reinforce the social stereotype of 
the weak women in society,- however, it does not imply that 
Bridget is not a person with outstanding character traits 
is she simply an ignorant mouthpiece of modern single women. 
Even though Bridget appears to be shallow in her obsession 
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with outward appearance, she demonstrates her wit and 
literary knowledge in the references to English Literature 
in her diary. The intertextuality in the book tells the 
readers that Bridget is more knowledgeable than an empty good 
looking bimbo . In order to particularize and make fun of the 
people around her, she always uses famous people as a 
sarcastic reference. Having an English degree, she has some 
understanding of English literature and she always uses the 
characters in famous classic novels to portray a scenario. 
For example, when she sees Mark Darcy scrutinizing the 
contents of the Alconburys' bookshelves in the Turkey Curry 
Buffet, she feels discomfort with his aloof attitude and 
immediately associates it with "Heathcliff and Cathy" in 
Emily Bronte's Wuthering Heights (13) . In another scene where 
she visits her close ''Smug Married" friends, she regards 
herself as 、、Miss Havisham" (40) in Dickens' s Great 
Expectations , a peculiar and unwelcome spinster. Only if 
Fielding's readers have the knowledge about all these famous 
characters and their stories can they share the laughter and 
tease them with Bridget. 
Bridget can also use popular cultural references in 
describing the people around her. These most often involve 
influential people who have their own particulars, such as 
、、Joanna Lumley" (20,61,78), 、、Susan Sarandon" (20,61,78), 
、、Tina Brown" (96) ,、、Nelson Mandela" (96),、、：Barbara Cartland" 
(148) •、、Joanna Trollope" (210) , and "Nick Hornby" (244) . From 
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the diversity of the materials that Bridget has mentioned 
in her diary, we have a general idea about her reading scope. 
The large range of books, magazines, television programmes, 
films and newspapers suggests that Bridget has alternating 
tastes, ranging from classic novels such as 、、Wuthering 
Heights" (13) , and、、Middlemarch〃 (100) to modern cultural 
materials - the successful television show、、N〇el's House 
Party" (99) - and talk shows - 、、David Attenborough" (76), 
romantic films and soup operas - "Sleepless in Seattle" (47) 
and、、Clueless" (68) , and the、、：BBC's Pride and Prejudice" (246). 
We can understand from Bridget ‘ s reading habits that she is 
willing to expose herself to social affairs, at least by 
watching television. Television, magazines and self-help 
books are her major sources of education, and she gleans 
different kinds of knowledge from these materials. She is 
aware of current affairs and will regard some famous career 
w o m e n , such as、、Tina Brown" or "Susan Sarandon, " as her ideals 
though she does not work hard enough to act out her 
aspirations . 
In the diary, Bridget is not just a shallow television 
addict ； yet, due to the limitation of the length of the movie, 
Bridget has lost her multi-dimensional qualities in the film 
v e r s i o n and lacks the same depth of social observance. Both 
v e r s i o n s deal with Bridget's report about the verdict in a 
human rights case, which is a turning point in Bridget's love 
life and career prospects . In the written narrative Bridget 
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knows what the case is about and explains the details without 
looking for help. In the film, however, all the things about 
the verdict are told to her by her boss. The film Bridget 
seems to know nothing about politics or current affairs and 
seems very passive in attempting to explore a larger scope 
for her life. Her career aspirations are only a diversion 
of frustration and a revenge for Daniel ‘ s malicious mischief . 
There is a possibility that the first person narrative hides 
a bias in the description, making Bridget herself seem more 
intelligent and socially alert than she really is. However, 
from the authentic description of every detail, it is not 
likely that she hides any secrets purposefully. Therefore, 
it seems clear that Fielding's Bridget is socially observant 
b y n a t u r e . Moreover, the diary is for self entertainment and 
evaluation and she seems honest in the account of her other 
follies, so it is plausible that Maguire or Fielding has 
w e a k e n e d Bridget intentionally in the film. They want to 
emphasize the ridiculous side of Bridget. 
Fielding's Bridget is alert to social conformity but 
has a limited power to revolt against it. During Valentine's 
D a y , Bridget reminds herself that ''Valentine's Day [is a] 
p u r e l y commercial , cynical enterprise" (49) . She is aware 
that some capitalists have given meaning to different dates 
and advocated different social customs which change our life 
style . Bridget realizes that it is the enterprises' marketing 
strategies to provoke the consumers‘ expenditure on 
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Valentine‘ s D a y . It has become a culture in which on 
V a l e n t i n e ' s Day products such as flowers, cards, toys and 
c h o c o l a t e s symbolize the intensity of love. The gifts define 
y o u r v a l u e as the more you receive, the more respectfully 
y o u think of yourself . On that day couples take credit to 
show off and to compete with each other. This social practice 
p l a c e s m u c h pressure on single women as they feel uneasy at 
receiving no presents and might think of themselves as 
u n a t t r a c t i v e social outcasts . Only those who are conscious, 
o b s e r v a n t and alert to social construction, can resist the 
social definition of self. Although Bridget understands the 
i d e o l o g y behind this social custom, she is powerless to resist 
the social definition and the surrounding pressures. After 
p r o t e s t i n g against the commercialization of Valentine's Day, 
she reveals her craving to receive a card right away in the 
d i a r y . Her rationality cannot free her from the devastating 
l o n e l i n e s s deep d o w n . Being constantly changeable, Bridget 
a l t e r s her point of view from hour to hour； this vulnerable 
q u a l i t y makes her seem realistic and down to earth. She is 
an imperfect heroine, who is not faultless and with all the 
p r a i s e w o r t h y v i r t u e s . She sometimes enjoys complete 
s e l f - d e p r a v a t i o n by drinking uncontrollably . 
Wit in expressing imaginative ideas 
Besides being social observant, Fielding's Bridget also 
shows quick wit in communieating with people. In applying 
for Bridget‘ s new job as a television officer, the film and 
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the novel show totally different sides of Bridget. In the 
n o v e l , she demonstrates her wit in answering Richard Finch's 
absurd questions , which are totally irrelevant to politics 
or current affairs (198) . It is her contributing of the 
impromptu imaginative responses, which she is so good at, 
that gets her the job. Thereafter, Richard always asks for 
her opinions when he comes up with new ideas for the programme. 
Because of Bridget‘s broad reading habits, she can always 
give helpful and creative suggestions to Richard. On one 
o c c a s i o n , Richard asks his colleagues for opinions about 
interviewing 、、dirty vicars" and, while the others have no 
ideas, immediately Bridget suggests ''Joanna Trollope" , the 
w r i t e r of 、、The Rector's Wife", to Richard and she even gives 
him her phone number . It is her worldly knowledge which helps 
e s t a b l i s h her career . However, in the movie, she is reduced 
to an illiterate person and she gets the television job 
b e c a u s e of the answer： "I've got to leave my current job 
b e c a u s e I've shagged my boss" . There is no sign of worldly 
knowledge or social observation in Maguire ‘ s Bridget. Neither 
does she make any meaningful contribution to her working 
c o m p a n y , until Darcy's interference. 
Other places in the novel also show Bridget's ability 
in expressing her opinions in the crowd； for example, in the 
b o o k launch of Kafka's motorbike, Fielding's Bridget is 
eloquent in defending her point of view about television 
p r o g r a m m e s . While Perpetua is criticizing what she judges 
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to be the fact that the new generation of people learn 
literature through television, Bridget immediately states 
her view about the value of television series. She knows about 
the influence of television on children and she notices the 
difference between the television adaptations and their 
original literary texts； yet she still values the television 
v e r s i o n s differently from Perpetua. Sometimes, she may 
m i s u n d e r s t a n d other people's stance, but she is confident 
and true to her heart as she shares her perspectives with 
o t h e r s . By contrast, Bridget in the film is a poor public 
speaker when she welcomes the guests to the book launch of 
Kafka's motorbike; she stands frozen and forgets to turn on 
the microphone as she starts her words. She is trapped by 
her sudden slips of the tongue, and worse still, she makes 
herself still more ridiculous as she tries to say something 
to compensate for her slips. Panic-stricken, she is 
inarticulate when she introduces her colleague Mr. 
Fitzherbert as her mind keeps calling him "Mr. Titspervert" 
in a voice o v e r . In the film, she lacks confidence when she 
stands in front of people . 
V u l n e r a b i l i t y 
In the Western tradition the prevailing images of women 
have asserted the quality of vulnerability and weakness. ^ ^ 
A s a heroine, Bridget also exhibits this quality but she knows 
how to maintain a balance between her shortcomings and 
s t r e n g t h s , and strives hard to improve herself. Bridget is 
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v u l n e r a b l e in a male/female relationship because of her 
double standard and ever changing stances. Dealing with a 
love relationship, Bridget seeks advice from her urban family 
and retreats to consult self-help books such as ''Men from 
M a r s and Women from Venus" and ''Women Who Love Too Much" (21). 
Her excessive dependence upon the self-help books shows how 
m o d e r n people often handle relationships with the help of 
this convenient tool. Self-help books usually give examples 
of social stereotypes and generalize people into different 
categories . They mainly provide instant ideas and suggestions 
about dealing with human relationships. In this culture, 
Bridget completely submits herself to the self-help books 
and surrenders to socially constructed stereotypes and 
ideologies of human interaction. Her judgement of people and 
incidents is possibly distorted by these generalizations. 
Reading these self-help books, Bridget is vulnerable and 
m a n i p u l a t i v e because she is ready to conform herself to the 
c o n s t r u c t e d ideal of the woman who will be loved by men or 
who completely ignores men. 
The film visually reveals that Bridget is torn between 
the two standards： the independent feminist ideas and the 
traditional ideas of women dependent on men. By using the 
self-help books as the prop, the director shows how vulnerable 
Bridget is when she rejects one concept and then throws 
herself to the opposite one. When she is dumped by Daniel, 
she throws away all the books, such as "How Men Think" , "What 
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Men Want" and、、How to Make Men Want What They Don't Think 
They Want" into the rubbish bin and the camera shows a montage 
with different memory images of Daniel and her. The editing 
resembles the throwing away of all the past memories of Daniel 
together with all these self-help books into the rubbish bin. 
Her relationship with Daniel has become part of the past and, 
to show her determination to live another life independent 
of men, she replaces her book shelf with books like "Life 
Without Men" , 、、How to Get What You Want and Want What You 
H a v e " , "Women Who Love Men are Mad". Bridget is still trying 
to fit herself into another social construct but she cannot 
find her own way of living without any worldly assistance. 
Bridget's life is permanently oscillating between the 
two extremities in defining herself. She is genuine to her 
true self and listens to her heart and therefore she 
constantly changes her mind. After reading the self-help 
b o o k s , Bridget tells herself that 、、one must not live one's 
life through men but must be complete in oneself as a woman 
of substance" (31) and declares that she will never fall in 
love with、、emotional fuckwittage" . Bridget likes to use this 
kind of radical feminist outburst to hypnotize herself and 
to cover up her failure in developing a functional 
relationship. A moment later, she cannot disguise her true 
emotional needs and she cannot stop herself from doing exactly 
the opposite of what she has said she should do. Bridget 
totters in between these two extremes and she is honest enough 
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to divulge her double standard and to accept her unceasing 
changes of m i n d . 
Apart from the self-help book influence, Bridget remains 
honest to her true self as she is not converted by her feminist 
fetishist friend, Sharon or Shazzer, who is always ranting 
about her feminist ideas. Sharon complains： "Women are only 
vulnerable because we are a pioneer generation daring to 
refuse to compromise in love and relying on our own economic 
p o w e r . In twenty years' time men won't ever dare start with 
fuckwittage because we will just laugh in their faces" (21). 
The complaint reveals the ambiguity of women in the twentieth 
century, who are economically independent but emotionally 
v u l n e r a b l e . Bridget does not understand Sharon's frustration 
and she only thinks strident feminism is very unattractive 
to m e n . This comment is rather ironic as feminists are not 
supposed to attract m e n . Bridget is not against feminism, 
but she just does not understand what her friend is talking 
about as she cannot deny her need to build up a relationship 
w i t h a m a n . The feminist outburst for Sharon is only a facade 
for Sharon to avoid admitting her failure in sexual 
relationships/ unlike Sharon, Bridget does not disguise her 
real needs and will always be true to herself. 
R e j e c t i o n of the socially constructed happy life 
A n o t h e r force of conformity comes from the married 
couples around Bridget . People must find a way to integrate 
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into the social system and its norms by following its rules. 
T h e r e f o r e Bridget must keep in touch with her、、Smug Married" 
friends d e s p i t e the denigration she receives. In fact, not 
all the m a r r i e d couples are 、、smug,〃 but the label makes 
B r i d g e t more comfortable to be the exception. It is socially 
b e l i e v e d that marriage is the only way of life to be happy； 
t h e r e f o r e , the married people around Bridget are always 
p u s h i n g her to form a relationship and to get married. Many 
times this c o n c e r n , which can be summarized in one question 
- " h o w ' s y o u r love-life, “ has turned into a most embarrassing 
and h u r t f u l w e a p o n . Consequently, the、、Smug Married" are the 
m a j o r o b s t a c l e to Bridget in establishing a healthy 
s e l f - e s t e e m . She admits that dining with "Smug Marrieds" 
a l w a y s "reduce [s] m y ego to [the] size of [a] snail" (39). 
B y u s i n g the word、、smug, “ Fielding does not intend to derogate 
m a r r i a g e , nor to regard married people as superior. She has 
i n s e r t e d a p r o b l e m a t i c marriage between Jeremy and Magda in 
the b o o k to show the miserable side of marriage . Fielding 
s u g g e s t s that there is not just one way of living and even 
a m a r r i a g e cannot guarantee a happy life. 
In the film adaptation, Maguire intensifies the conflict 
b e t w e e n the、、Smug Marrieds" and the、、singletons〃 in the 
d i n n i n g s e q u e n c e . W h e n the hostess introduces each couple 
to B r i d g e t , we can see from Bridget's point of view that each 
c o u p l e has their own trademark greeting - some say ''hi" 
t o g e t h e r w i t h a wave of hands； some say、、：hello" with a b l i n k . 
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The couples demonstrate their happiness in this facial unity. 
A f t e r the g r e e t i n g , Bridget is led to the end of the banquet 
t a b l e , sitting alone where the battle begins. One husband 
asks Bridget the same caring question： 、、How's your 
love-life?" Bridget helplessly tries to defend herself but 
they will not let g o . One of the smug marrieds cruelly asks, 
"Why are there so many unmarried thirties women these days, 
Bridget?" and then the camera shows a freeze-frame in which 
all of the couples stop eating and turn to look at Bridget 
w i t h c o n t e m p t . The suffocating social pressure is presented 
in the spatial territory of the people around Bridget. The 
h e a d s of the couple occupy the frame of the shot and in a 
reverse shot, Bridget is trapped at the dead end of the table, 
b e i n g treated as an idiot. Bridget is too weak to defend 
h e r s e l f and remains silent after their inquiry. She looks 
e m b a r r a s s e d with her face drawn and her head slightly down. 
T h i s piece of social satire is a commentary on the social 
p r e s s u r e the married people exercise on singletons. 
N e i t h e r Maguire nor Fielding is trying to laud 
s i n g l e t o n s , or to derogate the value of marriage. They only 
w a n t to provide alternative ways of living to people . Fielding 
r e s p o n d s in an interview that she does not think smugness 
is an inevitable component of married life. ^ ^ It is only 
p r o b l e m a t i c if people decide their way of living is the right 
w a y and try to impose it to another person. Singletons' life 
can be h a p p y without marriage and married people can also 
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be happy without envying the freedom that single people have. 
Possibly, Helen Fielding is suggesting that married people 
should not give any more patronizing comments to attempt to 
mould the attitude to life of singletons. Both Fielding and 
Maguire have opened up their audiences to another perspective 
of happiness in life which has been more popular in today's 
culture . 
Conclusion 
In this chapter 工 have demonstrated how a recent written 
narrative has been transferred into a visual presentation, 
without abolishing the spirit of the original though still 
introducing significant changes. Despite reducing some 
positive qualities of Bridget, the film Bridget Jones' s Diary 
retains much of the humour and the essence of Bridget ‘ s nature. 
The neat and inviting structure of the novel carries a sincere, 
confessional tone which creates a particular intimacy between 
the reader and the writer, and its form helpfully provides 
a similar pleasure of cinematic voyeurism. Therefore the film 
can more easily preserve the tone of the novel and its sense 
of irony. One of the strengths of the visual media is their 
power in summarizing words and ideas in one freeze frame. 
With thoughtful arrangement of props and territorial space, 
the visual presentation can summarize a whole passage of 
description in one single frame or a shot. However, the visual 
narrative often encounters more limitations than the written 
text when it comes to precise characterization. Yet for all 
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the strengths of the film, there is a lack of depth and social 
reference in it. 
Comparing the heroines in all the adaptations, much 
difference can be found between Bridget and Elizabeth. A 
pattern can be traced from the evolution of the heroines which 
will be discussed in next chapter. The changes in heroine 
do not mean that Elizabeth is no longer a heroine in modern 
times. However, the fact that makes Bridget intriguingly 
fascinating is that she fails in daily trivia and makes common 
mistakes like every one of us. Because of this quality, people 
feel close to her and can share her laughter as one of her 
friends. She has her own strength over her competitors. Her 
eagerness in striving for improving herself is endearing and 
charming . Her emotional honesty is something that Sharon 
cannot share. Even though there are a number of differences 
in the depiction of the qualities of Bridget in the film and 
the novel, one can still plausibly believe that with or 
without all those qualities, Mark still likes Bridget and 
is able to endure her occasional absurdities because, as Mark 
says in the film, 、、he likes her just as she is." 
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Chapter Four 
Evolution of a Heroine: 
From Pride and Prejudice to Bridget Jones's Diary 
''Women are only vulnerable because we are a pioneer generation 
d a r i n g to refuse to compromise in love and relying on our 
o w n economic power.“ 
Sharon, Bridget Jones's Diary 
W h y do twentieth-century women still feel vulnerable 
g i v e n the economic power and the power to refuse to compromise 
in love? The novel of Bridget Jones's Diary has captured 
s u c c i n c t l y the contemporary woman's complex relationship 
w i t h feminism. Yet, its film version has been received 
d i f f e r e n t l y . Elaine Showalter shared her point of view in 
the journal The American Prospect； 
"...the film version of Bridget Jones ‘ s Diary, which 
plays off of Austen's Pride and Prejudice, is a 
charming and frothy fairy tale with no feminist 
consciousness whatsoever. The bright, ambitious, 
neurotic Bridget of Helen Fielding‘s novel has been 
turned into an adorable airhead, a pratfailing idiot, 
"Bridget Jones, wanton sex goddess.“ She is 
incompetent in every area of her life—work, cooking, 
d a t i n g , drinking." 
Showalter, 、、Sex Goddess .“ 
M a n y fans who do not take the film seriously and simply share 
the laughs of watching Bridget Jones's Diary will think that 
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Elaine Showalter's commentary on the film is quite accurate. 
It is true that Bridget Jones's Diary is a light-hearted 
、、frothy fairy tale" which fulfils some women's wish to marry 
a rich, handsome and courteous man. Nevertheless, it is 
worthwhile scrutinizing Showalter's declaration in which the 
film is a tale "with no feminist consciousness.“ This film 
and its novel, like the other Pride and Prejudice adaptations 
which have been discussed earlier, has inserted the idea of 
sexual politics in its presentation. On the other hand, it 
is also true that the insertion of sexual politics into the 
film does not mean that it is a feminist reinvention of the 
o r i g i n a l . From the evolution of the heroine's image, it is 
obvious that the change is gradual, and at each stage a 
different Elizabeth Bennet is presented. 
In this chapter, on the basis of the trend of the 
evolution of Elizabeth Bennet, the focus will be on how gender 
issues have been added gradually as the filmmakers highlight 
the individualism and multiple selves of the heroine, 
liberate the heroine's code of conduct and temperament from 
the stereotyping conventions, reduce the male constitution 
of marriage, and change the heroine's physical liveliness 
into sexual attraction. In the following section, the essay 
will focus on the reasons why it is incorrect to regard the 
adaptations of Pride and Prejudice as feminist reinventions. 
Elizabeth seems to have been released from the chain cast 
upon the traditional women, but she is not completely free. 
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E l i z a b e t h Bennet is still bound to search for romance as her 
life's major purpose； she needs to depend on men to complete 
her personal flaws ； and she has no power to resist but to 
surrender to the conformities of social etiquette. 
Towards individualism and multiple selves 
Film critic Karen Hollinger argues that beyond the 
emphasis on relationships learned from social ideology, women 
p o s s e s s a tendency to invest in others which generates a 
different ethical system, one based on facilitation of 
c o n n e c t i o n , relationship and care, but not on individuation 
or autonomous achievement (23) . The relational self of women 
is prominent in Pride and Prejudice, but we can see a gradual 
shift of narrative focus to individualism and multiple selves 
in recent adaptations . 
In the original novel, Elizabeth Bennet is a complex 
c h a r a c t e r who works out her own self-definition with her 
i n t e l l i g e n c e . She is not able to learn from her parents the 
correct way to balance individual aspiration and social 
v a l u e s , but she still does this well. Despite her 
u n c o n v e n t i o n a l i t y , Elizabeth demonstrates a respect for 
societal opinions where moral values are concerned, as when 
she attempts to restrain Lydia from going to Brighton which 
she considers as a、、death warrant" (178) for the common sense 
of L y d i a . In the previous chapters some discussions of how 
E l i z a b e t h chooses to obey and resist social values has been 
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m a d e . In the novel, both elements of individualism and 
conformity can be seen in Elizabeth: 、、she possesses the 
discriminating ability to reject what is false and hollow 
in society while retaining those expectations which she 
perceives to be based upon valid moral principles" (Siefert 
72) . Based on this dual side of Elizabeth, we can see a gradual 
shifting towards individualism and multiple selves in the 
adaptations . 
In the 1940 version of Pride and Prejudice, the 
filmmakers choose to underscore the class distinction 
between families but not the distinctiveness of Elizabeth 
within her family. The territorial space arrangement of the 
film stresses the unity and cohesiveness of the family. The 
camera often captures all the five girls within a frame in 
their daily routine. In the scene when Mrs. and Mr. Bennet 
enter the sitting room after the discussion of their 
daughters' future, the camera shows a long shot^"^ where all 
the girls are occupied with their work and they look at their 
parents in the same direction in a freeze frame. In the 
Assembly ball when Mr • Darcy and the Bingleys enter the room, 
the Bennet girls are surrounding their mother and all 
looking at the same direction of the hall entrance and 
waiting for the potential suitors to approach. Sitting 
close to her family, Elizabeth is not different from her 
sisters. In this film, most of the time, the harmony and 
the sameness of the Bennet daughters is stressed, while the 
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individualism of Elizabeth is minimized. Half a century 
later, however, another adaptation chooses to highlight the 
individualism of Elizabeth. 
The 1995 television series chooses to highlight the 
admirable uniqueness of Elizabeth as the camera repeatedly 
singles her out in a frame. Elizabeth's intellectual 
companions are Jane and Charlotte. Elizabeth can share her 
opinions with both Jane and Charlotte openly and the director 
especially inserts a number of intimate talks between 
Elizabeth and Jane in each episode. These intimate talks fill 
the gaps between events and let the characters directly 
present their personal opinions which cannot be revealed 
publicly. In the last episode when Mr. Collins arrives to 
advise the Bennets of a possible solution to remedy the 
harmful effect of Lydia's elopement, only Elizabeth and Jane, 
but not Mary, show great annoyance at Mr. Collins' words. 
They twice stand up signalling an end to the discussion. The 
two of them unite in their moral persistence; nevertheless, 
only Elizabeth's wise allusion can actually make Mr. Collins 
leave. 
Although the twentieth-century Bridget is not as perfect 
as Elizabeth in the novel, Bridget also demonstrates intense 
individuality in her creative and imaginative ideas. Her wit 
and imaginative answers always make her difficult to predict. 
The diary structure also gives Bridget a unique voice and 
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tone. In the film, she also stands out in her voice-over . 
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Besides the sense of uniqueness, Bridget's multiple selves 
also make her hard to be understood. Bridget is similar to 
the 1940 Elizabeth in the way that they both have dual selves. 
Garson in the 1940 version exposes her fragility in her sobs, 
but on the other hand demonstrates her competence in her 
archery. As for Bridget, she can sometimes be as 
self-assertive as Elizabeth in the novel, but also sometimes 
lack confidence when she devalues herself. Despairing at 
Daniel ‘ s inconstant responses, Bridget will drown her sorrows 
with wine and Sharon's ideas of women‘ s power. She feels 
''empowered" and assertive after hearing that men will soon 
be、、kept by women as pets for sex" (77) • Yet, she will also 
suffer self-inflicted pain when she suspects her inability 
to make Daniel enjoy having sex with her. Even when Daniel 
dumps her, she irrationally blames all her misfortune on 
herself ： 、、it is because I am too fat" (181) . Fans of Jane 
Austen may not agree that Elizabeth in modern times would 
be as weak as Bridget, but they will sympathize with Bridget ‘ s 
dual standards and multiple selves. 
The qualities of Bridget Jones are impossible to express 
with a few words in a straightforward way as Bridget's dual 
selves embraces both of the characteristics of a stereotyped 
foolishness and the resources of an ingenious heroine. She 
has blurred the distinctive stereotyping of female character 
in the Western tradition in which women tend to fall into 
two categories, reflecting the endemic Manicheistic dualism 
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in the Western world-view. ^^ From this distinction, female 
stereotypes symbolize either the spiritual or the material, 
the good or the evil. The virtuous heroine is always compared 
with Mary, the mother of Jesus, who came through time to 
exemplify the ultimate in spiritual goodness； whereas the 
femme fatale is compared with Eve, the partner of Adam, the 
most sinister expression of evil physicality. As a twentieth 
century heroine, Bridget is a combination of both heroine 
and femme fatale. The dual human nature is progressively 
revealed in the adaptations. 
Liberatio n of the code of conduct 
In the past two centuries, the quest for liberation by 
feminists in different aspects, from politics to social 
treatment to economic independence to literary canonization 
and to domestic roles, has not ceased. Feminists have studied 
the construction of gender roles in society. The enforcement 
of role-taking determines a woman's code of conduct, gesture 
and attitude (Millett 26) • These roles are neither what women 
choose to take or biologically inborn, but very often they 
are what society has constructed in the culture, either 
d i r e c t l y or i n d i r e c t l y ? Because of the natural basic need 
for security and recognition, under most circumstance, most 
w o m e n have to conform. Elizabeth Bennet is one of the few 
who can create a balance between her individuality and social 
c o n f o r m i t y . 
117 
In the original version of Jane Austen's novel, women 
cherish their virtues of modesty, chastity, gentleness and 
tenderness . There is a standard social code of conduct for 
them to follow. Even the unconventional Elizabeth is 
influenced by this code. In her search for true love she 
follows the social rule of being the passive female 
counterpart . Although to the confined Miss Bingley or Lady 
Catherine de Bourgh her behaviour is rebellious, Elizabeth 
is able to be courteous and demure when she chooses to. Having 
all the admirable qualities such as wit, moral persistence, 
social observance and physical liveliness, Elizabeth in the 
novel appears as all but admirable in every aspect, except 
for the crucial flaw of prejudice. She can properly control 
her temper as well as resolving her embarrassment. After her 
self-discovery, Elizabeth is embarrassed whenever she sees 
M r . Darcy, but she still has the ability、、to be perfectly 
easy and unembarrassed" (205) in front of him. She can hide 
her feelings so well that no one notices the change and the 
lesson she has learnt unless she reveals them. 
In the film adaptations, this almost perfect figure has 
g r a d u a l l y become more down-to-earth, as she also makes 
mistakes and behaves impudently as with Garson and as 
passionately as with Ehle. The reduction of Elizabeth's 
perfection from the original text to its film adaptation is 
apparent especially in the 1940 version. Garson like Austen's 
original Elizabeth, demonstrates outstanding ability which 
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makes her as capable as a man, but she lacks the decorum of 
a gentle lady. An absence of politeness and modesty is shown, 
when Garson sneezes loudly, speaks proudly and behaves 
impudently in the film. With no proper control of her tongue, 
she sometimes resembles her mother in making public her 
prejudiced assumption. Having been snubbed by Mr. Darcy 
previously, Garson refuses Mr. Darcy's first invitation to 
dance and immediately accepts the offer from Wickham, which 
is completely improper according to the norms of regency 
etiquette (Parrill 47). Garson's manner is not what Austen 
expected in the novel because "Austen was totally familiar 
that a woman who declined a man's invitation to dance was 
expected to say that she was fatigued and then to sit out 
the next several sets so as not to insult the gentleman" (Sokol 
85). Garson's rejection is a deliberate public humiliation 
of Darcy. Although Garson lacks the modesty of a middle class 
lady, she still follows the traditional rules of romance -
girls should be passive. In the matter of romance, Garson 
is not rebellious against social principles. 
Garson's nonchalant attitude towards romance and 
marriage makes her passive, but the strong passion for Wickham 
of the 1995 Elizabeth (Ehle) induces her activism in attaching 
herself physically to Wickham. Ehle is more like Austen's 
Elizabeth as she appears more mature and more responsible 
in what she speaks and does. Ehle is not only witty, caring, 
tender, gentle and observant ； she dares to reveal her feelings 
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in subtle actions. She invites Wickham to dance in a sincere 
gesture and holds Wickham's hand on the way to the dancing 
h a l l . Despite the fact that Ehle is more active than Garson 
in the search for romance, Ehle's passion is still under 
proper control. Elizabeth's social restraint which sometimes 
forces her to behave passively has been progressively removed 
in the different film adaptations. 
Bridget has inherited the 1995 Elizabeth's subtle 
assertiveness and forcefully displays it on her road to 
romance . In the novel of Bridget Jones's Diary, Bridget 
intentionally dresses herself sexily in a miniskirt so as 
to attract the attention of Daniel, the Wickham analogue. 
Knowing that Daniel is interested in women in miniskirts, 
she writes in the diary that she might 、、wear [a] short black 
skirt" (19) . Soon after this diary entry, she receives the 
flirtatious messages from Daniel. Unlike Elizabeth in 1813 
or 1940, she has learned from the 1995 Elizabeth and will 
fight for her chance to be loved by a man. At the same time, 
in the novel of Bridget Jones's Diary, except for her 
initially luring Daniel, Bridget tries not to behave too 
actively in handling her relationship with him. Even though 
she wishes to have sex and a minibreak with Daniel, she does 
want some proof of commitment from Daniel in their 
relationship. In her relationship with Darcy, Bridget is 
completely passive. She has no positive thoughts of Darcy 
at the beginning of the novel ； therefore, all the changes 
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and courting are initiated by Darcy. From the 1813 text to 
the 1996 adaptation, the same traditional principle that men 
are always the suitors and women are the subjects to be pursued 
is followed. Men are always the activators in a relationship, 
and what women need to do is to model themselves to be the 
desirable target for men to chase. If a. woman is fortunate 
enough to have several suitors, she can have more chance to 
show her sensibility by making a correct decision. This 
traditional value of men taking the active role is crucial 
in both the novels. 
In the film of Bridget Jones's Diary, Bridget also wears 
sexy clothes so as to seduce Daniel but she also tries to 
strive for a relationship with Darcy. Losing Daniel after 
the mini break, Bridget hears of Darcy's good opinions towards 
her in a dinner with the "smug married" and she then attempts 、 
to rebuild a relationship between her and Darcy. The first 
try is not successful due to Daniel's interruption, but her 
second chance comes at Christmas. During her Christmas home 
visit, she discovers the truth of Daniel's malice towards 
Darcy and immediately she drives all the way to Darcy's home 
to reveal her admiration. This additional section, which does 
not appear in the novel, liberates the heroine from a passive 
role in romance. At the end of the film, when she realizes 
that Darcy has read her diary and disappeared, she also runs 
into the street in search of Darcy in her underpants. Mr. 
Darcy has become an object that Bridget is trying to hunt 
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and Bridget is seemingly the one who actively controls their 
relationship . 
The gradual change of role in romance can be seen quite 
obviously in these film adaptations. From the original text 
in 1813 and the 1940 adaptations to the 1995 version, there 
is only a small step towards women taking an active part in 
romance； whereas from 1995 and 1996 versions to the 2001 film 
adaptation, the heroine's active role becomes much greater. 
The hero almost turns into an object which serves as a "prey" 
for the heroine . Elizabeth/Bridget has become free from the 
social constraints governing relationships between men and 
w o m e n . 
Liiberation of male constitution - marriage 
In Sexual Politics, Millett suggests ： 、、The 
patriarchal marriage plays a large part in enforcing the 
ideological, psychological and social systems in society" 
(54) . In recent years, feminists have started to rethink the 
concept of marriage for they have realized that marriage 
traditionally has been a means for men to establish their 
patriarchal power by exercising their control over female 
sexuality (Freedman 270) . Within a traditional marriage, 
women's sexuality is only a means to reproduction. In 
fulfilling the integrity of the heroine's personality, Jane 
A u s t e n makes her marry at the end of the novel, but she also 
makes a clear distinction between love and marriage. 
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Austen is very clear about the distinction between love 
and marriage as we can see from the difference between 
Charlotte and Elizabeth's marriages. Confined by the social 
hierarchy, women have to marry a rich bachelor to ensure them 
a bright future. Because of this rule, society has forged 
women who treat love and courtship with different attitudes. 
For some women, marriage is not merely a happy end of genuine 
love ； the hope for social advancement and the desire for 
economic comfort always interfere with the possibility of 
husband hunting . Austen, not being sentimental, uses the 
character of Charlotte Lucas, who marries the senseless foil 
M r . Collins for money and social connection, to demonstrate 
that love is different from marriage. Charlotte's marriage 
is based on the traditional concept of marriage as something 
in which women can gain shelter and physical comfort. On the 
contrary, to Elizabeth Bennet； marriage without love is only 
a liability and is definitely not her ultimate goal. Elizabeth 
finds M r . Collins's servility embarrassing and cannot even 
think of marrying him. She demonstrates her unswerving will 
in her refusal to sacrifice herself to the future of her family； 
n e v e r t h e l e s s , her strong moral persistence and patience to 
endure real love ensures her both marriage and love. Austen 
shows how the power of true love can overcome class boundaries 
and social obstacles , by connecting the socially incompatible 
couple in an ultimate marriage. 
In the novel, the marriage between Darcy and Elizabeth 
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is a kind of reward for Elizabeth's personal growth. Not only 
does she receive happiness in this marriage, her family has 
also undergone a certain reform due to this beneficial 
m a r r i a g e . The final chapter of Pride and Prejudice reveals 
that the marriages of Elizabeth and Jane brings new physical, 
social, economic and moral configurations which satisfy 
everyone in their family. Their marriages are not an end for 
the family but a new beginning. Jane and Elizabeth remain 
close after their marriages; they are also liberated from 
their inquisitive mother； Mary and Kitty have a chance to 
be integrated into a higher social circle because of their 
m a r r i a g e s ； and even Lydia gets financial aid from the couples • 
The final sequence of the MGM 1940 Pride and Prejudices 
also focuses on the shared happiness of the family because 
of Jane and Elizabeth's marriages . The final shot of Elizabeth 
and D a r c y revealing their feeling to one another and then 
k i s s i n g passionately on a bench in the garden, is not the 
final image of the film. The camera cuts to Mrs. Bennet, who 
is o b s e r v i n g this event through the window in M r . Bennet‘s 
li b r a r y . A s M r . and M r s . Bennet talk about the good fortune 
that will be bought to their family, they open the interior 
d o o r of the sitting room and find out that Kitty is chatting 
w i t h M r . D e n n y and Mary is singing and playing to M r . 
W i t h e r i n g t o n ' s accompaniment on the flute . Mrs . Bennet rushes 
to inquire about the new suitors' prospects as she closes 
the d o o r . This ending implies a new start and shows the power 
124 
of marriage as it brings a chain reaction to the family. 
However, from the modern point of view the power of marriage 
has been reduced, which can be seen in the 1995 adaptation. 
The ending sequence of the 1995 BBC Pride and Prejudice 
treats marriage as an end to the story. After resolving all 
the misunderstanding, Elizabeth and Darcy, and Jane and 
Bingley can finally declare their vows to each other in a 
church . The final sequence shows the two couples standing 
in front of the priest in a church making their vows to each 
other, while the camera pans to different parties' reaction 
to this family union. As the ceremony ends, the two couples 
run out of the church receiving blessings from their relatives 
and family members. The camera now follows the newly wed Mr. 
and M r s . Darcy getting into a carriage and freezes in a 
close-up shot when the couple finally gratifies the audience 
with a long awaited kiss. This final image of their kissing 
is a symbol of a real end of the romantic story. What the 
couple will be like and what will happen to the two families 
after the marriage is left to the imagination of the audience. 
Therefore the ideas of new life and new configuration which 
appear in the original text and the 1994 version are absent 
in this adaptation . 
In the modern version, Helen Fielding reveals a new 
perception about marriage in her novel. Bridget and her friend 
Sharon also coin a positive term, ''singleton, “ to refer to 
spinsters as she notices the negative connotation the word 
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、、spinster〃 carries. She also uses the term、、smug married" 
to classify her snobbish married female friends. By making 
a d i s t i n c t i o n between ''singleton" and、、smug married" , Bridget 
is trying to preserve her attitude towards marriage and to 
convince herself that a single woman can live an enjoyable 
feminist life as a career woman. Besides these labels, 
Fielding has also changed the ending of Bridget Jones ‘ s Diary 
to a sexual scene. M r . Darcy and Bridget do not appear in 
a sacred church； instead they appear in a bedroom. Fielding 
also alludes in the writing that their new kind of 
relationship is sexual. The presentation is similar in the 
film. In the final sequence when Darcy comes to ask Bridget 
to kiss her goodbye, Bridget immediately rushes to her bedroom 
to look for a pair of sexy underpants to wear because she 
knows that they must have sex afterwards. Even though the 
film does not end with the couple having sex on bed, it does 
end w i t h a passionate kiss of the couple on the street in 
w h i c h Bridget claims,、、：nice boys don't kiss like that." The 
ideas of sexuality have changed the definition of the ultimate 
end of r o m a n c e . 
All the modern versions, the 1995 Pride and Prejudice, 
and the 1996 and 2001 Bridget Jones's Diary protest against 
the supreme fulfilment of women in marriage . For the novel 
Pride and Prejudic e, the marriage of Darcy and Elizabeth leads 
them to a happier life which reinforces the fairy tales in 
w h i c h the prince and the princess live together happily ever 
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after. The presentation reveals that marriage is not the 
ultimate way to happiness for Elizabeth, but it can sometimes 
be a cage of imprisonment in which the husbands sufficiently 
gratify the heroines' physical needs but the heroines are 
dehumanized and are captive in the mundane routine of marriage . 
Although we might believe that Darcy and Elizabeth's marriage 
must be a fruitful one, the directors or the author of the 
modern adaptations have avoided any presumption of life after 
marriage . 
The idea linked traditionally to marriage is that of 
m a t e r n i t y . In traditional western culture, maternity is often 
glorified as one of the most important feminine qualities, 
but to most feminists, the emphasis on maternity in western 
culture is seen as a reduction of women's power to 
reproduction. In Jane Austen's Pride and Prejudice, she does 
not follow the tradition of idealizing the notion of 
motherhood as she makes the mother figure in the novel 
relatively stupid. On the other hand, she reveals the female 
power residing in the intense bond between sisters and friends . 
Elizabeth's decision making still is however her own, as she 
seldom consults the people around her. She sometimes talks 
to Jane about her feelings and her ideas about marriage but 
seldom alters her opinions according to those of Jane. 
Similarly, Bridget has a negative mother figure who creates 
much trouble for the family and resists Bridget's personal 
g r o w t h . Bridget can only depend on her strong female 
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counterparts , including the gay guy Tom, to aid her and 
empower her in resisting social power and living for an 
autonomous life. 
Physicality and sexuality 
Over the past few centuries there has been a growing 
emphasis on sexuality in Western cultures. According to 
Freedman, sexual meanings have become transformed in two 
important ways - 、、first, erotic sexuality apart from 
reproduction has increasingly become a form of personal 
identity... and second, industrialized democracies, 
commercial economies now reinforce a quest for sexual 
pleasure" (253) . The private activity has now been made public 
in different media. Feminists struggle to redefine sexuality 
from the varied perspectives of women‘ s experiences. Because 
of this social and cultural movement, the reshaping of 
Elizabeth's image has also undergone a change from the stress 
on physical liveliness to sexual liveliness. 
In the original novel, Austen grants her heroine an 
attractive physical liveliness besides her virtue . Elizabeth 
is physical active as we can see from the analysis in Chapter 
Two . A similar kind of physical liveliness is also 
demonstrated in the 1940 and 1995 Elizabeth. Yet, for the 
1995 version, Elizabeth not only oozes a strong sense of 
physically liveliness, she also exhibits her sexual 
attractiveness in her outfit and her physicality. Sue 
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Birtwistle makes her heroine(Ehle) demonstrate the 
、、tomboyish〃 and "almost gypsy-ish" quality of her. She 
believes that this kind of liveliness、、is a coded way of Jane 
Austen telling us she's (Elizabeth) got lots of sexual energy" 
(3) . From her tight outfit often with a low V-neck, we can 
see vividly her body shape, her voluptuous figure and even 
part of her breasts. Jennifer Ehle is particularly sexual 
in her natural body shape compared with the other characters 
like Jane, Charlotte and Miss Bingley. These clothes 
exaggerate the sexuality of Elizabeth which does not appear 
in the original novel. However, in the selection of character 
and outfits, we can see the liberation of the conservative 
restriction on clothes cast upon women. 
One of the additional scenes in the 1995 Pride and 
Prejudice also highlights the ideas of sexuality in the novel. 
Andrew Davies includes a scene where Darcy is seen in the 
bath at the Netherf ield during Elizabeth's visit to the sick 
Jane • The camera chastely shows the back and shoulders of 
Darcy before a servant covers him with a robe . Sue Birtwistle' 
the producer of the adaptation reveals that she considers 
Pride and Prejudice as、、simply the sexiest book ever written" 
(vi) . She goes on to explain that the way she regards the 
novel as sexy does not imply any additional naked bedroom 
scenes in this 1995 adaptation. Because of this perception, 
the visual presentation of this film will be adopted from 
a more sexual point of view in which some of Darcy's and 
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E l i z b a e t h ' s images will serve as sexual objects for the camera. 
To some people the eye-contacts and touches between Elizabeth 
and D a r c y can be erotic and exciting . 
The twentieth-century adaptation overtly exposes 
B r i d g e t ' s sexual d e s i r e . When people want to denigrate female 
s e x u a l i t y , they cite Pandora in the Greek myths . The 
Patriarchal ethics tend to、、；Lump the female and sex together 
as if ... sex were the fault of the female alone" (Millett 51). 
The t w e n t i e t h - c e n t u r y Elizabeth (Bridget) has abandoned this 
t r a d i t i o n a l thought and is unashamed to openly voice out her 
d e s i r e . H e r b i r t h d a y wish is to be invited to a posh restaurant 
b y a "sex-god" (82) and one of the major anxieties of having 
no b o y f r i e n d is to have、、no sex" (143) . Instead of making 
B r i d g e t p h y s i c a l l y active, Helen Fielding makes her sexually 
a c t i v e . Not only does Bridget dare to articulate her sexual 
d e s i r e , she also enjoys sex without love. Bridget takes 
p l e a s u r e in having sex with、、emotional fuckwittages, “ and 
is h a p p y to "replace food with sex" (60) . Separating sex from 
love, B r i d g e t ' s b e h a v i o u r challenges the traditional concept 
of r o m a n c e ： ''Love is the only circumstance in which the female 
is (ideologically) p a r d o n e d for sexual activity" (Millett 
37) . This idea of romantic love obscures the real needs of 
w o m e n . To B r i d g e t , sex is not necessarily associated with 
love and sex can be a natural need and desire of a woman. 
T h e r e f o r e , it is not shameful to express her needs and desire. 
B r i d g e t also uses sexuality as a critical marker of her 
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identity and, after the first sex with Daniel, she feels 
agonizingly imbalanced as if sitting 、、an exam and must wait 
for my results" (60). In the visual presentation, she also 
shows great eagerness in seducing her target to have sex with 
her. The similar slogan of ''replace food with sex" appears 
on the screen of a bulletin of a tall building as a visual 
projection of her diary. In the mini-break sequence, she 
indirectly initiates oral sex with Daniel. This reflects that 
she can also take an active role in asking for sex. 
Not a feminist reinvention 
The insertion of sexual politics and the liberation of 
women from social constraints is evident in the above 
discussion . Yet, it is unfair to say that the remake of the 
original novel in the film adaptations is a feminist 
reinvention. The changes in Elizabeth's image function to 
undermine and subvert, but at the same time install and 
reinforce the conventional concept of a woman. The 
progressive liberation of women's conduct, especially with 
regard to passivity in romantic relationships, in the film 
adaptations can be seen as a challenge to convention but at 
the same time it re-introduces, and therefore, re-establishes 
the idea of social norms. This can be seen by the fact that 
the modern heroines still depend on men in their journey of 
self-discovery . The heroine thirsts for a relationship with 
man so as to complete her life and so ultimately still 
surrenders to social norms and is objectified in the visual 
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presentation . 
Dependence on men and relationship in completing oneself 
Regardless of the liberation of Austen's heroine in 
different aspects of romance. Pride and Prejudice is still 
a story about a girl needing a man to complete her life. The 
major task of Elizabeth in the novel is to look for a suitable 
man to marry. Even though the modern Elizabeth does not aim 
at getting married, her goal in life is still the same, a 
functional relationship with a good guy. Embracing the 
"post-feminist ideas"^^ of Phyllis Schlafly, many successful 
women find resonance in Bridget's ambiguous standards. Women 
nowadays strive for equality in their social position and 
aim to be equal to men at work, but they also want to be a 
traditional girlfriend or a responsible mother in their 
private life. This idea of dependence on men to complete 
oneself is more or less the same in the original text and 
all the adaptations. 
Austen's heroine, Elizabeth, tries all the 
possibilities to make herself as capable as a man, but she 
does not want to be single. She reads lots of books aimed 
at enhancing her intellectual capacity and enabling her to 
be rational. She merely wants to increase her competence so 
as to prove that women are not men's inferiors • Her motivation 
to improve herself does not come from men but ultimately it 
has become her strength in getting her a good husband. In 
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contrast to Elizabeth, Bridget has a completely different 
reason for her remodelling of self. Bridget, too, learns to 
broaden her personal horizon and works hard on equipping 
herself with knowledge, but the reason she does so is because 
she wants to appeal to men and to become the ideal of what 
men desire. Consequently, she can have a better chance to 
be caught by a prosperous bachelor. Bridget's ultimate goal 
is to hunt for a husband, and the hard work she does to make 
herself attractive is just a process of dropping the bait 
into the sea of bachelors. 
Austen's Pride and Prejudice, its film adaptations, and 
Fielding's Bridget Jones‘s Diary and its film adaptation, 
produced in different times, reveal the evolution of feminist 
and proto-feminist ideas. From some points of view, all of 
the productions contain subversive feminist ideas which are 
different from the socially constructed idea of female 
sexuality. Ironically, however, there is a strong sense of 
reservation in their outburst. Putting aside the description 
of the heroines‘ frustration and anguish in the process of 
removing obstacles in their journey of romance, all of the 
stories unite in one core idea. All the versions of the heroine 
Elizabeth Bennet and Bridget Jones have a strong desire to 
be rescued from their seemingly helpless situation by men. 
Elizabeth Bennet marries because "marrying was all a girl 
of her time and class could do, and because she loves Mr, 
Darcy, and also because the novel requires that she marry" 
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(Brownstein xxiii) . Although the heroines of neither Austen 
nor Fielding are victimized in the male dominated society, 
they are still passive persons who are psychologically 
waiting for a suitable man to save them and to complete them. 
What women need to do is to model themselves to be the 
desirable target for men. If a woman is fortunate enough to 
have several suitors, she can have more chance to show her 
sensibility by making a correct decision. This traditional 
value of men completing women is still dominant in all 
adaptations . 
The conformities of social etiquette 
According to Simone de Beauvoir, women can never 
constitute a close and independent society but only live in 
an integral part of the group subordinate to men. Living in 
such a male dominant society, women engender a sterile 
p r u d e n c e , in which、、they are always trying to conserve, to 
adapt, to arrange, rather than to destroy and build anew； 
they prefer compromise and adjustment to revolution" (613) • 
The social restriction and expectation of how girls ought 
to behave exists across time, and this continuously hinders 
the psychological development of women and alters the shaping 
of ideal in their minds. The society has forged a custom in 
w h i c h women must follow the social conformities. If they 
reject the monitoring of sexuality by challenging the social 
norms or violating existing moral standards, they will have 
to pay a heavy price in return. Their reputation will be 
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jeopardized and the price will be scandal and ostracism. 
In the nineteenth century, when Pride and Prejudice was 
written, the class system in England was distinct. Austen 
comments on this political issue in her novel and reveals 
the adverse effect of class distinction and the law of 
entailment . She purposely puts together two major characters 
from different social backgrounds. In Pride and Prejudice, 
no matter how intelligent and observant Elizabeth is, she 
can do nothing to change social inferiority. Austen stresses 
this class-consciousness and ridicules it by stereotyping 
her characters to extremity. A typical example is Mr. Collins, 
who spends most of his time flattering his neighbour Lady 
Catherine de Bourgh, who is his upper-class patroness. Not 
only do those upper class members stick to the social rules, 
but the inferiors like Elizabeth's younger sister, Mary 
Bennet, are also brainwashed by the conformity. In response 
to the elopement of Lydia and Wickham, Mary makes a stiff 
remark： "loss of virtue in a female is irretrievable - that 
one false step involves her in endless ruin - that her 
reputation is no less brittle than it is beautiful - and that 
she cannot be too much guarded in her behaviour towards the 
undeserving of the other sex" (221) . Her response exemplifies 
the rigidity of social rules cast on a woman. The ideas of 
how a girl should behave are embedded inside the girl's mind 
since the day she is born. 
In both the 1940 and 1995 film versions, the special 
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treatment of camera angles, framing and spatial arrangement 
all demonstrate a social restriction and class boundary 
between the Bennets and the Bingleys and the Darcys. In the 
visualizations of the class distinction, the directors often 
use an unpleasant angle in shooting the snobbish upper class； 
at the same time, they also trap Elizabeth in some frames 
to demonstrate her restrictions of society rules. Langton 
uses a special effect to make Miss Bingley appear devilish 
in some close-ups. The Bingleys asks Jane different questions 
about her family background without kindness. Miss Bingley's 
face looks disproportional and large due to a series of low 
angle close-ups . Her interrogation reveals a kind of coldness 
that definitely does not express caring and concern. Her look 
and her attitude reflect the disdain of the higher levels 
of the social hierarchy for the lower. In Darcy's proposal 
scene, both Garson and Ehle appear trapped by the window 
immediately behind them. No matter how witty and how 
intelligent Elizabeth is, she cannot escape from her family 
b a c k g r o u n d . 
Likewise, Bridget in the novel has tried hard to remind 
herself of all the cultural influence in her life and tries 
not to be confined within it, but she is too powerless to 
resist the conformity. She has reminded herself not to expect 
for a card on Valentine's Day as she believes it is just a 
capitalist commodity. However, she cannot resist to be 
confirmed because deep under her mind all she needs and wants 
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is a man to complete her life. Her body obsession also 
characterizes her desire to be fitted into the social norms. 
The film version of Bridget Jones‘ s Diary highlights the 
social and cultural force by singling Bridget out in social 
occasions . Even though she tries to be different, she appears 
peculiar when she integrates into the crowds. She is ensnared 
in the dead end of a table for、、Smug Marrieds. “ Her unsuitable 
bunny outfit reflects that she will be a laughing object to 
be placed in her social circle if she continues to behave 
in her own way. She needs to get change and be a part of the 
g r o u p . 
Objectifie d in visual presentation 
The argument between whether the women or the men are 
objectified in the film is difficult to decide. In 1975, Laura 
Mulvey published "Visual Pleasure and Narrative Cinema" in 
Screen, summarizing the functions of women's image as a fetish 
for male viewers since the cinema offers two major kinds of 
、、pleasures〃 to the audience. Applying Sigmund Freud's idea 
of fetishism in psychoanalysis to the study of women images 
in film, she regards the first pleasure as 、、scopophilia," 
- a circumstance ''taking other people as objects, subjecting 
them to a controlling and curious gaze, “ in which ''looking 
itself is a source of pleasure." The second one is 
、、narcissistic〃 - a ''pleasure in being looked at" (24)' 
resembling the mirror stage when the child identifies with 
its mirror image . Mulvey mentions that human being has a basic 
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desire to gain sexual pleasure through voyeurism, and in the 
film industry almost all representations of women invite 
fetishistic scopophilic male pleasure • Many years later, when 
film critics analyze the sexuality on the screen, they cite 
the term "male gaze" and 、、objectification" to refer to 
Mulvey's idea of、、scopophilia. 〃 In the 1940 version, we can 
see quite a number of female gazes in the film which fit into 
Mulvey' s argument of cinematic objectif ication of women, but 
many years later, the opposite argument appears in film 
studies. 
Developing from Mulvey's idea of 、、scopophilia'〃 more 
film critics discovered the objectification of female 
characters in the cinema and it was not until recent years 
that the term "female gaze" appeared in film studies. After 
the showing of the 1995 BBC Pride and Prejudice on television, 
Lisa Hopkins published an article about the presentation of 
M r . Darcy's body. She finds that the visual portrayal of Colin 
Firth as M r . Darcy is especially appealing to women, 
、、fet:ishizing and framing Darcy and offering him up to the 
female gaze" (Troost and Greenfield 12) . Hopkins is right 
to some extent because the shots showing Mr. Darcy's aloofness 
and his physical activities satisfy the female's desire 
visually in the female gaze. This adaptation created a great 
hit for Colin Firth as Mr. Darcy when the television series 
was shown in different countries. In the 1990s, women had 
seemingly taken the revenge for being objectified. However, 
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in this version and in other visual presentations, M r . Darcy 
is not the only victim under the gaze . Both Darcy and Elizabeth 
are objectified as the camera often shots their exchange of 
look in freeze-frames. 
Within a camera, it is hard to distinguish whether it 
is a male gaze or a female gaze； thus it is fairer to use 
E. Anna Kaplan's phrase - the、、camera gaze" (119) , in which 
both the male and female audience take pleasure in viewing 
such framing. In both the 1940 and 1995 adaptations, both 
Elizabeth and Darcy have their turn to be framed inside a 
freeze-frame . In Darcy's first proposal to Elizabeth in the 
visit of Rosings, the MGM version captures both Elizabeth 
and Darcy as trapped by the background of the window frames, 
whereas in the presentation of the same sequence, the BBC 
version makes Darcy trap in a corner in a low angle shot. ^ ^ 
This framing can be explained in terms of the、、camera gaze" 
and its fetishism as well as a visualization of the internal 
conflicts of the characters. 
The visual presentation of Bridget Jones's Diary also 
frames both the male and female characters in the camera gaze. 
It has moved to Mulvey's idea of voyeuristic desire rather 
than fetishistic scopophilic. Satisfying people's peeping 
desire, Maguire employs the camera gaze to both male and 
female characters. To accentuate the sexual attractiveness 
of the womanizer Daniel, the film first introduces this 
character in the frame of a lift. With the M i n g " sound in 
139 
the background music, the door of the lift opens. The first 
appearance of Daniel is similar to a model making a post for 
an audience to watch. This powerful introduction of the male 
character is much stronger and powerful comparing with 
Bridget's ordinary emergence. For Bridget, the camera gaze 
functions differently. Because one of the major themes in 
Bridget Jones' s Diary is body obsession, the camera gaze helps 
to exaggerate her body size. Despite the absence of a real 
frame within the camera, Bridget's body is also objectified 
in some fragmented shots. Sometimes Bridget is dehumanized 
as her body parts are captured separately in frames. In the 
opening sequence, to show the chaotic and messy lifestyle 
of Bridget, the camera pans to a close-up of Bridget's thighs 
where a dirty pair of underpants is hanging. In another shot, 
the camera focuses on the lower part of her body as she is 
pulling up her panties . In the scene where she wants to attract 
Daniel's attention, she wears a tight sleeveless tee shirt 
and demonstrates her fat arms. Her arms, thighs, calves and 
b o t t o m appear huge in these close-ups. In this treatment of 
camera movement, B r i d g e t ' s body is objectified. From the 194 0 
to the 1995 adaptation, there was an emancipation of women 
from the camera gaze； however, it was like a step backward 
w h e n it came to the 2001 Bridget. In the late twentieth century, 
the film Bridget Jones' s Diary has returned to the traditional 
usage of camera； yet it might serve as a kind of parody. 
A n o t h e r factor that cannot be neglected is the star 
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effect of the movies because it influences the framing, the 
spacing and the other camera movements of the movies. The 
shooting of images must serve the purpose of satisfying the 
audience's visual pleasure as they may come to this movie 
due to the reputation and the handsome look of the actors 
and actresses . The framing of beautiful Greer Garson inside 
the large shells of her hats provides a pleasurable 
unobstructed sight of her beauty. The framing of Colin Firth's 
head within a painting on the wall behind him or at the corner 
of a room gives a similar pleasure of viewing. The 
freeze-frame capturing Darcy gazing at Elizabeth (Ehle) 
provides the same enjoyment to Darcy as to the audience. In 
a tracking shot, the camera shooting Bridget walking 
flirtatiously in front of Daniel with her sexy outfits arouses 
the sexual interest of Daniel as well as the audience. As 
a matter of fact, all the actors and actresses in a movie 
are intentionally objectified. This obj ectification, 
whether from a feminist point of view or not, is manipulated 
as a tool to win audience. 
Conclusion 
Judging whether or not Bridget Jones's Diary is a fairy 
tale without feminist consciousness depends on whether you 
consider this novel as an individual entity or an adaptation 
of other texts . Viewing this novel or its film as an adaptation 
of Pride and Prejudice, it is necessary to evaluate the 
evolution of Elizabeth's image with reference to other 
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adaptations of Pride and Prejudice. From the trend of 
evolution, it is clear that there is an increasing sense of 
feminist: liberation. The filmmakers have freed their heroines 
from different social constructions. Nevertheless, their 
heroines are subject to the dialectic of subversion and 
containment. They can be freer but they still exist within 
social constructs. Bridget Jones's Diary has created a new 
path for the novel about women in the twentieth century and 
has become a part of mainstream culture in the twentieth 
century. Many novels, films or television programmes have 
adopt the similar types of woman-centre story as a selling 
point of their productions. 
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Conclusion 
"Like two intersecting lines, novel and film meet at a point, 
then diverge." 
George Bluestone, Novels into Film 
The practice of filming a novel is, as suggested by 
George Bluestone, a process of paraphrasing, in which a novel 
is viewed as the raw material for a new artistic entity. The 
activity of paraphrasing an original novel allows the 
filmmakers to actively introduce new scopes of cultural and 
social visions into their films in order to bring new 
excitement . Because of these new inputs, the faithfulness 
of a new production to its original novel is always questioned. 
In the previous chapters, we can see a pattern in the evolution 
of the heroine's image in the adaptations of Jane Austen's 
Pride and Prejudice. The pattern suggested is one way to 
explain the relationship between Pride and Prejudice, the 
n o v e l , and its adaptations； however, there exists other 
factors which influence the presentations of Elizabeth 
Bennet ' s image, which are the interrelationship between each 
adaptation, the influences of their production background, 
the concept of faithfulness and the differences in television 
and film. 
Interrelationship between each adaptation 
A successful adaptation originated from a well-known 
story should try to bring out new perspectives and new 
enjoyment for the audience to look back the original text 
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in search for deeper meaning. Therefore the relationship 
b e t w e e n the film adaptation and its novel is not a binary 
o n e . It is a multilevel compromise between different texts. 
The adaptations of Pride and Prejudice not only create new 
aspects for people to refer back to the original text, but 
also show the intricate relationship between versions . 
Considering each adaptation as a separate entity, most people 
will compare it with the original text； however, in treating 
them as a group, we can see how each of the adaptations 
influences the others. Besides the insertion of sexual 
p o l i t i c s in the film adaptations, there are also subtle 
connections between different adaptations. 
A p p a r e n t l y , the film version of Bridget Jones's Diary 
is an adaptation of its novel Bridget Jones's Diary； but in 
considering the plot of the story, the film version is much 
closer to the novel Pride and Prejudice. In the first meeting 
b e t w e e n the heroine Bridget and the hero Mark Darcy, the novel 
shows a comparatively more natural and pleasant scene than 
the film. In the novel, Bridget is foolish as she constantly 
speaks of nonsense to Mark Darcy. Darcy responds politely 
to her nonsense and even offers her a free drive back to London. 
It is not Darcy's behaviour but his clothes which gives 
Bridget a poor first impression of him. As for the movie, 
M a r k D a r c y exhibits a proud attitude in judging Bridget and 
o v e r t l y announces "Mother I don't need any blind date, 
p a r t i c u l a r l y not with a verbally incontinent spinster who 
144 
smokes like a chimney, drinks like a fish and dresses like 
her mother . “ The refusal of an acquaintanceship with the 
heroine is the same as the unreserved commentary towards 
Elizabeth Bennet in chapter three of Pride and Prejudice. 
Moreover, in the novel of Bridget Jones's Diary, the villain 
Daniel Cleaver does not mislead Bridget from judging Mark 
with an evil slander. Bridget's prejudice is simply as 
unreasonable as her other personal shortcomings. Yet, the 
film chooses to keep Austen's popular story line and makes 
it appear more related to the novel Pride and Prejudice. 
Apart from this first impression, the other qualities 
of Bridget in the film are similar to Garson's Elizabeth. 
We might expect the image of Bridget Jones in the film to 
be closer to its novel, but unexpectedly, it is closer to 
the 1940 film version of Pride and Prejudice. Greer Garson 
demonstrates a feminine fragility and a boyish activeness 
in her performance as Elizabeth Bennet. Garson shows her 
fragility as she cries over her family follies and when Darcy 
says farewell to her. On other occasions, Garson reveals her 
boyish activeness as she competes with Darcy in archery. This 
dual self of Garson is similar to Bridget's dual self in the 
film. At the beginning sequence of Bridget Jones's Diary, 
Bridget also cries over her own misery of being single at 
the age of thirty two, while in the scene when Bridget 
determines to leave Daniel, she becomes powerful as she 
insults Daniel before in front of her colleagues. The 
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heroines, extreme behaviour is obvious in these two film 
versions and compared with Jennifer Ehle's Elizabeth Bennet, 
Garson is much akin to Renee Zellweger's Bridget Jones. 
While Bridget in the film is like Garson's Elizabeth, 
Bridget in the novel is sometimes as ridiculous as Austen's 
Mrs . Bennet . In the novel, when Bridget is in serious trouble, 
she often overlooks the real problem but occupies herself 
with silly thoughts. When Bridget is looking for her criminal 
mother who has eloped with a Portuguese and is searching for 
her missing friend Tom, she happily considers herself as the 
actress in tragedies. She is thrilled to be in the middle 
of a drama . This part of Bridget is identical to Mrs. Bennet, 
for M r s . Bennet only thinks of the、、wedding clothes" and、、the 
best warehouses for clothes" (220) , when Wickham just agreed 
to marry Lydia mysteriously . Bridget ‘ s simple ndnd is a parody 
of M r s . Bennet‘s silliness. 
One of the most obvious links between the 1995 television 
miniseries Pride and Prejudice and the film of Bridget Jones' s 
D i a r y is the cast of Colin Firth as Langton's Fitzwilliam 
D a r c y and as Sharon Maguire's Mark Darcy. Sharon Maguire has 
admitted that her casting of Colin Firth as Mark Darcy is 
inspired by her watching of the 1995 version of Pride and 
Prejudice• She cannot find anybody who is more suitable to 
p l a y the role as the sexy and aloof Darcy. Obviously, many-
people have identified Colin Firth as Austen's Darcy and might 
not care about the differences between the two. Firth, who 
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acted in both the two film versions, acted out this modern 
v e r s i o n exactly as he played the earlier role, making it 
evident that the two Darcys are essentially alike. Despite 
the sameness of the two characters, the twenty-first -century 
D a r c y changed from a proud capable bachelor into an object 
for satisfying women's wishes. Helen Fielding is also 
captivated by the "Darcy-fever" (Sokol 94) and she includes 
B r i d g e t ' s admiration of 1995 television series of Pride and 
Prejudic e in her book. She confessed that she drew the 
character of Mark Darcy with Colin Firth's portrayal of Darcy 
in her m i n d . In the second episode of Bridget Jones's Diary, 
Bridge t Jones； The Edge of Reason, Fielding has added the 
c h a r a c t e r Colin Firth, who is an actor in the 1995 version 
of Pride and Prejudice, into the novel and lets this real 
p e r s o n be a fictional character in her novel. 
Production background 
Being produced in different periods of time, each 
a d a p t a t i o n is a cultural and social product of its specific 
a g e . One of the reasons why Jane Austen's Elizabeth Bennet 
can survive from the nineteenth century to the present is 
the evolution of the women writers' status in literature. 
In the early nineteenth century, there were only a few female 
w r i t e r s who had the chance to publish their own writings. 
Most of the talented female writers、、feared〃 to participate 
in literary creation and the art of writing as they feared 
to be isolated by the male dominant society. In 1813, when 
147 
the novel Pride and Prejudice was published, which had been 
r e j e c t e d when Austen's father offered it to a publisher 
fifteen years earlier, the identity of its author was not 
r e v e a l e d . On the title page of Pride and Prejudice, it was 
labelled as a work written、、by the Author of 、Sense and 
Sensibility; ‘〃 but what came next to the title of Sense and 
S e n s i b i l i t y was a short description signed： a work by、、A Lady" 
(Le Faye The World of Her Novel 201-4) . In the twenty first 
c e n t u r y , women have participated in different kinds of 
artistic creations . For female writers, the path to artistic 
c r e a t i o n was much easier. The urge from female readers and 
a u d i e n c e had strived for a more equal position of their 
a r t i s t i c creations in the publishing and movie industry in 
w h i c h this demand from the females had created a market niche 
for w o m e n - c e n t r e d novel like Bridget Jones's Diary. 
The women-centred stories have become the marketing 
tools to enhance the profits of writers and filmmakers. The 
u r g e from female readers is not only a demand of treating 
b o t h the males and females on an equal footing, but also a 
request of liberating women from the image of a strong male 
c o m p e t i t o r to a more humanized incompetence. The issue is 
c e r t a i n l y more complicated, but undoubtedly stories about 
an incompetent thirty year old woman, searching for an 
i d e n t i t y , are welcome by the market . Single women in their 
t h i r t i es have become a major topic discussed in different 
m e d i a , including novels, movies , television and magazines. 
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B e c a u s e of this shifting central focus in women's writing, 
there has been a dramatic increase of stories featuring single 
w o m e n ' s lives in recent years, which probe their search for 
identity, romance and career satisfaction. The most famous 
of all are Candace Bushnell's Sex and the City (1996) , which 
has been adapted as television series, Sophie Kinsella's 
w i l d l y popular Shopaholic series (2004), not to mention the 
successful television series A l l y Mcbeal (1997-2002)• In 
terms of theme and its diary structure, Helen Fielding's 
B r i d g e t Jones's Diary (1995) is not the first among them all； 
h o w e v e r , its w i t t y writing style and ironic tone have inspired 
a new a p p r o a c h . Bridget Jones's Diary was soon labelled as 
a p h e n o m e n o n and was internationally popularized as the most 
d i s t i n c t i v e forerunner of this specific genre - "chick lit". 
W i t h this p o p u l a r i t y of women-centred novel, people had an 
i n c r e a s i n g desire to look back at the romantic classic novels . 
T h e r e f o r e , a romantic women-centred story like Pride and 
P r e j u d i c e is definitely good material for people to use in 
a r e i n v e n t i o n p r o j e c t . 
The 1940 film version of Pride and Prejudice was marketed 
for the A m e r i c a n audience . Since the movie industry is 
e x t r e m e l y sensitive to its audience, the production of 
a d a p t a t i o n s has to fulfil different demands of the audience. 
B e c a u s e of this reason, it is easy to spot out the American 
r e f e r e n c e s in this film. There is a strong sense that the 
m o v i e r e i n f o r c e s an A m e r i c a n sense of what is worth preserving 
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about the English lifestyle and accomplishes the ''ideological 
project of linking the fate of Britain with that of the US" 
(Macdonald and Macdonald 178). The film always regards the 
setting of the story as "old England" which is a misconception 
made by Hollywood . Some other adaptive changes in this film 
are simply inauthentic, such as the costumes and the 
additional carriage chasing sequence. Greer Garson's 
billowing hooped skirts are not the appropriate outfits for 
girls in Austen's time. The carriage chasing sequence is not 
accurate according to history. Austen herself suffered from 
the loss of her friend in a riding accident and the frequency 
of carriage accidents has stopped people from racing 
carriages (Belton 183) . Sokol notes 、、！VIGM's 1940 version of 
the novel preferred a Victorian treatment, to match public 
m i s p e r c e p t i o n of the look of Regency England" (Sokol 86). 
N e v e r t h e l e s s , the primary audience of the 1940 Pride and 
Prejudic e were Ajnericans who possibly would not care much 
about the inaccuracies in this film version. 
The large number of film adaptations in the 1990s can 
be seen as a phenomenon of the simulacrum, which some critics 
regard as the creation of a type of pseudo-real past fiction 
in the cinema . ^^  In Amanda Collins's examination of the 
series of Jane Austen's film adaptations in the 90s, she 
suggests A u s t e n ' s novels can serve for fulfilling a societal 
n e e d for nostalgia in modern days. It is true that Austen's 
n o v e l s provide profound historical and heritage details and 
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social references which serve the purpose perfectly. Because 
of the need for nostalgia of past fictions, many Austen's 
novels are continuously adapted into films and each of the 
versions has exercised the power of creating an illusionary 
fidelity to the original (Wagner 13) . As for Simon Langton, 
he wants to present everything in Austen's Pride and Prejudice 
as truly as possible. Not only did he dig back into the files 
for authentic styles, costumes, architecture, props, garden 
arrangements, but he also filled in some backstage details 
for his adaptation. In the novel, there is no exact naming 
of the songs which Mary and Elizabeth sing in the parties 
and there is no direct telling of what Darcy's proposal is 
about except for the first sentence of the proposal. Austen 
intends to imply rather than tell everything overtly, but 
in putting these details on screen, filmmakers have to depend 
on their creativity. Langton uses the looks and eye contacts 
of the actors and actresses to make their feelings to each 
other more explicit. In the first half of the story, we can 
see Darcy gazes at Elizabeth many times which explains the 
fact that the audience、、get a sense fairly early on that there 
is a lot more to Darcy than Elizabeth sees" (Birtwistle and 
Conklin 5) • Langton has utilized the advantage of the visual 
narrative in showing the changes which happen in the 
characters‘ minds. 
Concept of faithfulness 
In the study of the relationships between film and 
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literature, it is impossible to avoid the discussion of 
faithfulness ； yet, the result can be frustrating and 
fruitless. It is not always correct to ask how faithfully 
this film has been transformed from its novel. A more 
appropriate question to ask is to what extent fidelity can 
apply to this film. The notion of "faithfulness" is arbitrary 
because there can be different degrees of faithfulness and 
they vary from one film to another. For example, Sokol has 
commented that the 1940 film version of Pride and Prejudice 
、、contained numerous inaccuracies and deviations from the 
novel, some of which would surely rankle (with) audiences 
were the film released today" (Sokol 78-9)• Nevertheless, 
George Bluestone refers to the 1940 version as a successful 
adaptation, which、、fait:hfully embodies the dialectics of Jane 
A u s t e n ' s central ironies" (117) . These two opposite opinions 
reflect an impossible absolute answer to fidelity of film 
adaptations. Noticing that the visualization of a written 
narrative must involve plenty of interpretations, we should 
rivet on a special focus when judging the fidelity of an 
adaptation. George Bluestone thinks that the 1940 version 
has retained the "dialectics of Jane Austen's central 
ironies" so he considered the film as a faithful one. In 
contrast Sokol focuses on the deviations between the novel 
and the film, such as the costumes of actresses, the 
additional scenes and she regards this version as unfaithful. 
All the remarks from different people only open up new 
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perspectives of valuing this adaptation. Indeed, each 
adaptation, whether it is claimed to be a "transposition" 
or an、、analogy〃 of the original text (Wagner, 222-31) has 
exercised the power of creating an illusionary fidelity to 
the original . In preserving the image of Jane Austen's 
Elizabeth Bennet, it is obvious that the 1995 version is more 
faithful than the 1940 version, but the question of 
faithfulness is not quite applicable to the two versions of 
Bridget Jones's Diary. 
Besides the selection of a central focus in the 
comparison, the length and the filming techniques also 
influence our judgement of fidelity towards a film. People 
w o u l d expect the six hours long 1995 television series to 
be m u c h closer to the original text； however, as mentioned 
b y Sue Parrill, who favours the 1980 version, the 1995 
a d a p t a t i o n shows、、！nore variety and imagination in the way 
information is presented" (63) . These varieties and 
imagination are not the same as those of the 1940 version, 
but they present a kind of elaboration upon the original novel • 
To transform a three-volume novel into either a two-hour film 
or a six-hour television series, a director needs to carefully 
isolate and select the novel's ^^kernel" events so as to retain 
something significant of the logic of the original text 
These kernel events are the intersections of film and novel, 
as m e n t i o n e d by Bluestone, where the two of them are 
i n d i s t i n g u i s h a b l e . Since the characterization of the heroine 
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depends on the events, the addition, deletion, alteration 
and mutation of some 、、！ion-kernel" events in the film must 
influence our perception of the qualities of the heroine. 
There is no rule saying that the showing time must be 
proportional to the degree of fidelity of a film adaptation, 
but a longer adaptation can increase the flexibility for the 
filmmakers to invent new scenes as well as to summarize scenes 
in flashbacks, ellipsis and cross-cutting. Due to the 
advantage of the length, the 1995 BBC version is freer to 
go "backstage" scene of each characters. 
It is impossible to find absolute fidelity to a popular 
novel like Pride and Pre:iudice because readers have formed 
such a strong visual perception of Elizabeth Bennet that no 
actress can live up to their expectations (Parrill 7) . Any 
changes in the adaptation may arouse strong repulsion from 
the audience, but on the other hand, if filmmakers stick too 
close to the original, obviously the result would also be 
d e v a s t a t i n g . In overcoming this problem, the filmmakers have 
to find a balance concerning how faithfully they have to stick 
to the text. In doing so, Helen Fielding has chosen the plot 
of Pride and Prejudice as the skeleton and inserts her social 
and cultural criticism to form a new product. Bridget Jones' s 
Diary has become a hit to the world which fits exactly to 
Ellen Belton's comments on a successful adaptation： 、、an 
adaptation is judged to be successful when it finds its own 
meanings in the prior text while conveying a sense of harmony 
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and congruence with the original" (Macdonald and Macdonald 
63) . Therefore, it is not merely the quality of faithfulness 
which directly relates to the success of a film adaptation. 
The differences between television and film 
In the discussion of Pride and Prejudice's adaptation, 
I have merged the film and television versions together as 
one major group, but indeed, there are significant 
differences between the two apparatus. Television relates 
to audience in profoundly different ways from film. Because 
of its intended functions, historic development, small size 
and placement within the home, television adaptations create 
a completely different experience to their audience than film. 
The darkened theatre setting of cinemas, which captivates 
the audience in a particular space, provides the audience 
an enjoyment of voyeurism and peeping. However, the domestic 
functioning of television apparatus provides no such pleasure • 
The show time of a film, most an hour or two, is limited by 
the length of the film, but television series face no such 
limitation. Nevertheless, the audience's watching of a 
television series is interrupted by occasional commercial 
advertisements (Dixon 52-76) . Due to the length of television 
series, the screenwriters have to think of episodic climax 
in order to keep their audience . Despite all these differences 
b e t w e e n film and television series, the two apparatus share 
one major property of transmitting messages through picture, 
sound and feeling. Indeed, it is unfair to generalize the 
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two a p p a r a t u s as the same visual media； however, in terms 
of the language of expression, especially in the 
c h a r a c t e r i z a t i o n and the portrayal of the heroine, they share 
s i m i l a r t e c h n i q u e s . In this project, all the visual materials 
are e i t h e r video records or compact records. When analyzing 
all the v i s u a l materials, it is necessary to watch them with 
frequent p a u s i n g , rewinding and repeating. The original 
e x p e r i e n c e of watching the film or the television series is 
d i s t o r t e d b y this technical limitation. Yet, because of these 
d i s t o r t i o n s , the differences between the viewing of the film 
and t e l e v i s i o n series are minimized. 
C o n c l u s i o n 
Film or television adaptations and novels are two 
c o m p l e t e l y different media with their own language of 
c o m m u n i c a t i o n . It is obvious that in novels, authors use words 
and d i f f e r e n t kinds of writing techniques to transmit their 
m e s s a g e s . As for films, filmmakers use pictures to express. 
W o r d s c o n t a i n no meaning as they are just arbitrary signs 
or s y m b o l s signified by conventional agreement but pictures 
are n a t u r a l icons which represent things. In fact, the 
a n a l y s i s of the two forms of narrative is much more 
c o m p l i c a t e d . M y exercise is a practice of looking for a 
p a t t e r n in the evolution of the heroines' image in different 
a d a p t a t i o n s across time； however, as noted by Bluestone, 
e v e r y filmed n o v e l , "in spite of certain resemblances, will 
i n e v i t a b l y b e c o m e a different artistic entity form the novel 
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on which it is based" (64). It is important to value each 
adaptation as a new artistic entity which contains new 
inspirations . 
In the previous section,工 have only highlighted some 
of the factors, other than sexual politics, which manipulate 
the production of the adaptations of Pride and Prejudice. 
W i t h the popularization and wide-spread of "chick lit" and 
the film adaptation of、、chick flick" among both female and 
male audience, some new perspectives have been introduced 
in viewing a cosmopolitan single woman. Evolving from 
E l i z a b e t h Bennet, the Bridget Jones effects have created a 
strong impact among the western world. Bridget has become 
an icon and an idol for many women in the nineties and her 
influence to the next generation maybe even greater. The 
second episode of Bridget Jones's Diary - Bridget Jones： The 
Edge of Reason, which is also an adaptation of Jane Austen's 
n o v e l , will soon appear in the market. This time, Helen 
Fielding has chosen another romance which is Austen's later 
w o r k , Persuasio n, as the link to her novel. The story 
continues with Bridget ‘ s search for a functional relationship 
and her learning process of how intriguing human 
relationships can b e . The second episode of Bridget Jones‘s 
D i a r y once again reveals that the past fiction has taken a 




1 On 4th February, 1813 , Jane Austen told Cassandra in a letter 
that、、the work (Pride and Prejudice) is rather too light & 
bright &： sparking. ” See Jane Austen's Letters. Ed. Deirdre 
Le Faye, (Oxford： Oxford University Press, 1995) p.203-4 
2 In the opening chapter of Screening the Novel, the writers 
b e g i n the discussion of film adaptations by quoting Joseph 
Conrad and D . W . Giffith's statements which explain their 
aim to make people see with their artistic expressions. 
G i d d i n g s , Selby, Wensley, p. 1 
3 See A n d r e w , p . 98-104; and Giddings, Selby, Wensley, p . 8-15 
Chapter One: 
4 See ''Letters to Cassandra, 2 9 January, 1813,〃 Jane Austen's 
Letters . E d . Deirdre Le Faye Oxford： Oxford University Press, 
1995) p.201 
5 A n interview of Helen Fielding in the programme of the Making 
of Bridget Jones's Diary 
6 BBC Radio Four： Bookworm, Programme 4 
<http ； / /www. bbc . CO. uk/education/archive/bookworm/tran4 . h 
t m l . > 
Chapter Two: 
7 A Freeze-frame in a motion picture is an effect that ''stops 
(freezes) the motions of the film on a single frame and allows 
the chosen image to continue as if it were a still photograph." 
See Beaverm, p.164 
8 A Shot/reverse shot is employed to show the immediate 
r e a c t i o n of one character to another. See Pearson and Simpson, 
p.405 
9 、、A point of view shot (POV shot) is one in which the camera 
is set up to approximate the visual perspective associated 
w i t h a protagonist or group of protagonists. “ See Pearson 
and Simpson, p . 330-331 
A n establishing shot is a shot that ''establishes the 
location of a film story or scene. The establishing shot 
u s u a l l y presents a long, wide-angle view of an area to 
identify the location either generally or specifically. “ See 
Frank E . Beaver, p.134 
Sue Parrill regards the 1940 version as ''screwball comedy" 
w h i c h "reduces the credibility of the action and the 
158 
plausibility of characterization" of the novel. See Parrill, 
p.54 
12 A "Scene" is the incorporation of the dramatic principle 
into narrative, where story and discourse here are of 
relatively equal duration. In a、、summary" , the discourse is 
briefer than the events depicted and the narrative statement 
summarizes a group of events. See Chatman, P. 68-75. 
13 The statistics is found in the website of International 
Movie Database, (www.imdb.com) 
Chapter Three: 
14 In Feminist Fantasies, Phyllis Schlafly proposes an 
adverse view of the feminist movement in the twentieth century 
and reveals the agony of women in their thirties who are 
suffering from this social movement. p.4-7 
15 In The Dilemma of The Talented Heroine Susan Siefert points 
out that ''nineteenth century women were expected to possess 
a delicacy of form and feature with an accompanying deficiency 
in physical prowess and a lack of intellectual ability.“ 
p.1-20 
16 A n interview conducted by Dave Weich with Helen Fielding 
on 3 June 1999 . <www.powells.com/authors/fielding.html> 
Chapter Four: 
17 A long shot "provides a wide-angle view of a filmed area. 
The long shot's wide angle of view enables the viewer to 
delineate relative proportions with regard to various 
elements in a scene： their sizes, shapes, and placement.“ 
See Dictionar y of Film Terms - The Aesthetic Companion to 
Film A n a l y s i s . Ed. Frank E. Beaver, (Maxwell Macmillan 
International： New York, 1994) p . 218 
18 A ''voice-over commentary that descries events on the screen 
as we see them is also a type of synchronized sound. The 
narrator is synced to the visual images.“ See Dictionary of 
Film Terms p.336 
19 These dualisms are the disparity between the good and the 
evil, chaste and sensuous woman, figures older than 
Christianity, cover of religious sanction afforded by the 
figures of Eve and Mary had pretty well collapsed. They are 
m e n t i o n e d by K.M. Newton in Twentieth-century Literary 
T h e o r y - A Reader； and Kate Millett in Sexual Politics 
(Illinois Press： 2002) p.128 
20 simone de Beauvoir has written one of the most famous quotes 
about how our society assigns a sex role for each one of us 
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w h e n we are born： "One is not born, but rather becomes, a 
woman" (295)； and Kate Millett has argued for the similar 
idea about the nature of sexual differences. The distinctions 
b e t w e e n sexes in areas of role and temperament are cultural 
rather than biological because "Endocrinology and genetics 
a f f o r d no definite evidence of determining mental-emotional 
differences" (29). 
In Feminist Fantasies, Phyllis Schlafly declares that 
w o m e n in the twentieth-century have entered a stage of 
p o s t - f e m i n i s m which rejects the radical feminist outburst 
of equality or independence； instead, they try hard to 
m a i n t a i n a stable family with their husband and children. 
(P.1-5) “ 
22 A "low angle shot is a shot looks up at a character or 
c h a r a c t e r s from a camera position set below eye level." See 
D i c t i o n a r y of Film Terms. Ed. Frank E. Beaver p.221 
Conclusion: 
23 In Jane A u s t e n in Hollywood； Amanda Collins has written 
an article - "Jane Austen, Film, and the Pitfalls of 
P o s t m o d e r n Nostalgia；“ and argued for the distortion of 
cinematic、、hyperreal〃 to the、、real〃 in the original text. 
In the same book, Rebecca Dickson has also commented on the 
r e p r e s e n t a t i o n of ladies in her essay. See Troost and 
G r e e n f i e l d , p . 7 9 - 9 0 , 44-58 
A、、：Kernel" event is part of the hermeneutic code which 
a d v a n c e s the plot and maintains the narrative logic of a 
n a r r a t i v e . See Seymour Chatman, Story and Discourse • (London： 
C o r n e l l U n i v e r s i t y , 1978) p.53 
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